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an	 Australian	 production	 of	 Shakespeare’s	 King	 Lear,	 I	 had	 the	 radio	 on	 in	 the	







Within	 a	 few	 years,	 I	 had	 transmogrified	 from	 a	 performer	 into	 a	 maker	 of	
interdisciplinary	 artworks	 and	 the	 founding	 artistic	 director	 of	 a	 project-based	 arts	
company,	not	yet	it’s	difficult	(nyid).	As	I	asserted	myself	as	an	artist	in	my	own	right,	





I	 began	 applying	 for	 funding	 from	 the	 various	 local,	 state	 and	 federal	 arts	 bodies	
encountering	managerialism	in	its	respective,	nascent	forms.		
Initially	 you	 could	 still	 hear	 the	 melody	 of	 the	 arts	 above	 the	 arrangements	 of	
managerialism	 in	 the	 government	 bureaucracies.	 But	 slowly	 a	 gravitational	 shift	
occurred	which	drew	managerialism	from	the	fringes	of	arts	agencies	into	their	centre.	
It	was	like	being	back	on-stage	with	The	Ronettes	trying	to	isolate	the	singing	from	the	













 concept #1  a neo-liberal composition 
In	Western	 democracies,	 neoliberalism	 is	 the	 ascendant	 ideology.	 Something	 of	 a	
shape-shifter	in	the	early	20th	C,	its	rise	is	due	to	the	changing	nature	and	behaviour	
of	Capital	from	the	mid-late	20th	C.		














the	 governments	 of	 Margaret	 Thatcher	 (UK)	 and	 Ronald	 Reagan	 (USA),	 and	 in	
Australian	governments	from	the	1980s	specifically	that	of	Thatcher’s	disciple,	John	










human	 beings	 tend	 to	 be	 both	 ‘self-regarding’	 and	 ‘other-regarding’3,	 that	 is,	 an	
interest	in	others	is	as	vital	as	an	interest	in	oneself.		
	 How	 selfish	 soever	 man	 may	 be	 supposed,	 there	 are	 evidently	 some	
	 principles	 in	 his	 nature,	 which	 interest	 him	 in	 the	 fortunes	 of	 others,	 and	
	 render	 their	 happiness	necessary	 to	him,	 though	he	derives	nothing	 from	 it,	
	 except	 the	 pleasure	 of	 seeing	 it.	 Of	 this	 kind	 is	 pity	 or	 compassion,	 the	
	 emotion	 we	 feel	 for	 the	 misery	 of	 others,	 when	 we	 either	 see	 it,	 or	 are	
	 made	 to	 conceive	 it	 in	 a	 very	 lively	 manner.	 That	 we	 often	 derive	 sorrow	













least	 no	 other	 of	 value.	 A	 corollary	 of	 this	 practiced	 narcissism	 is	 an	 absence	 of	
empathy.	This	 in	turn	leads	to	the	valorisation	of	the	market	over	the	human	being.	






It’s	 a	 significant	 fault-line	 in	 a	 philosophy	 that	 reduces	all	 things	 to	 the	notation	of	



































wishes	of	 the	many	over	 the	desires	of	 the	 few.	Democracy	 is	 time-consuming	and	
labor-intensive.	It	is	not	economically	or	socially	rational.	It	operates	on	a	value-set	of	
access,	equity,	sustainability	and	justice,	social	agenda	items	that	reek	of	altruism	far	





want	 to	 live?’	 was	 the	 basis	 of	 social	 interaction,	 the	 questions	 of	 profit	 and	
consumption	 now	 occup(y)ied	 a	 majority	 of	 individuals	 in	 Western	 democratic	
societies.	 The	 shift	 in	 the	 mental	 space	 of	 the	 individual—from	 that	 of	 the	
worker/citizen	 to	 the	 shareholder/consumer—	 has	 fundamentally	 altered	 the	
prevailing	set	of	values	that	balanced	social,	cultural,	environmental,	labor	and	financial	
considerations	to	one	dominated	by	the	latter.	With	the	collapse	of	the	social-cultural	
contract	 and	 the	 rise	of	 economic	 self-interest,	 our	democratic	political	 culture	has	























late	 1990s	 by	 British	 New	 labour	 and	 has	 its	 roots	 in	 the	 dialectical	 brinkmanship	





discourse	 is	 often	 criticised	 for	 its	 proclivity	 to	 neglect	 culture,	 concentrating	
exclusively	on	economic	outcomes	as	the	measure	of	success.	The	‘metrics	virus’	hits	
the	arts	hard	because	 its	 funding	architecture	and	philosophy	 is	not	supportable	by	
mainstream	 economic	 theory.10	 The	 value	 of	 the	 arts	 lies	 in	 emotional	 affect,	 the	
generation	 of	 ideas,	 the	 expression	 of	 intellectual,	 creative	 and	personal	 freedoms,	
social	 well-being	 and	 cohesion	 all	 highly	 resistant	 to	 substantive	 measurement	
methodologies.	
In	 the	 second	 instance,	 New	 Labour’s	 cultural	 policy	 embraced	 an	 instrumentalist	
approach	to	the	arts	by	putting	the	arts	at	the	service	of	government	as	an	agent	of	
social	regeneration.	The	pivotal	artistic	trope	of	this	agency	is	the	participation	of	the	




by	her	 ability	 to	 convince	 the	participants	 in	her	project	 to	 accept	 its	 accumulating	
unfairness	and	inequality.		
In	 Fair	 Play	 -	 Art,	 Performance	 and	 Neoliberalism,	 academic	 Jen	 Harvie	 locates	 the	





the	arts:	 the	 reduction	of	public	 funding,	 the	 reliance	on	philanthropic	 support	and	
commercial	partnerships,	the	creation	of	‘creative	cities’	and	the	cultivation	of	artists	

















dealings	 with	 arts	 agencies,	 particularly	 in	 Australia,	 as	 a	 grant-recipient	 artist,	
producer,	peer	assessor,	advisor	and	consultant,	my	impression	has	been	for	some	time	
that	 they	are	often	active	agents	 in	 the	production	and	proliferation	of	a	neoliberal	
agenda	and	ambience.		
	
 concept #2  a managerialist arrangement 
In	 his	 novel,	Dark	 Diversions,	 John	 Ralston	 Saul	 compounds	 the	 elements	 of	 neo-
liberalism’s	narrative	into	a	basic	formula.	Disguised	as	a	fiction	writer,	he	attends	a	
lecture	by	noted	Italian	Fascist,	Gianfranco	Fini,	of	whose	ruminations	he	observes:		
He	 was	 sewing	 together	 into	 one	 the	 original	 fascist	 corporatism	 with	
contemporary	managerialism	and	the	rising	forces	of	neo-conservatism.	14		
Of	interest	is	what	Ralston	Saul	names	‘contemporary	managerialism’.	The	success	of	
neo-liberalism	 has	 been	 in	 no	 small	 part	 a	 result	 of	 ‘the	 adoption	 of	 managerial	
practices	 that	 focus	 on	 issues	 of	 economic	 efficiency	 and	 increasing	 productivity	 in	
particular	sectors’.15	The	language	here	is	important	because	of	its	reductive	nature.	
Efficiency.	 Productivity.	 The	 umbrella	 term	 ‘managerial	 practices’	 is	 a	 descriptor	 of	
behaviours	and	belief	systems	that	equate	with	a	way	of	looking	at	the	world	that	has	
taken	hold	widely	and	aggressively	within	our	private	and	public	sectors.	
More	 than	 a	 corporate	 social	 philosophy,	 managerialism	 is	 an	 ideology	 created	 by	
managers	for	managers.	Its	genesis	lies	in	the	thinking	of	organisational	psychologist,	
Elton	 Mayo,	 an	 ex-patriate	 Australian	 and	 Harvard	 academic.	 Mayo	 considered	
democracy	 ‘divisive	 and	 lacking	 in	 community	 spirit’,	 a	 view	 that	 led	 him	 to	 look	
towards	corporate	managers	to	restore	social	harmony	that	he	believed	the	uprooting	
experiences	of	 immigration	and	 industrialization	had	destroyed	and	 that	democracy	
was	 incapable	 of	 repairing.16	 Within	 neo-liberal	 discourse,	 managerialism	 can	 be	
arranged	just	so:		
	 	 the	set	of	knowledges	and	practices	that	inform	neoliberal		 	
	 	 operations	and	organisational	governance.17	
	















arts	 and	culture	 to	 society	 is	mediated.	The	 insinuation	of	 a	 set	of	 knowledges	and	
practices	that	inform	neoliberal	operations	and	organisational	governance	in	the	public	







democracy,	 managerialism	 sees	 itself	 as	 an	 antidote	 to	 this	 chaos,	 irrationality,	
disorder,	 and	 incompleteness18	 -	 art-making’s	 essential	 elements.	 So	 to	 inhibit	 the	

























It	 is	my	 intent	 to	 use	 a	 case	 study	 of	 Australia’s	 national	 arts	 agency,	 the	Australia	
Council	for	the	Arts,	constituted	by	its	own	Act	that	enshrines	its	 independence	and	































purview	of	 the	 independent	artist	 referring	 to	 these	events	and	changes	within	 the	
ACA.24	By	so	doing	I	intend	to	highlight	the	 ill-(a)effects	of	managerialism	on	the	arts	
sector,	 in	 general,	 and	 artists	 in	 particular.	 	 I	 also	 intend	 that	 these	behaviours	 are	
analysed	 in	 such	 a	 way	 as	 to	 make	 them	 useful	 when	 refracted	 through	 non-arts	























(not) the style council 
	
The	Australia	Council’s	mission	is	to:		
	 support	 the	 creation,	 presentation	 and	 appreciation	 of	 distinctive	 cultural	
	 works	 by	 providing	 assistance	 to	 Australian	 artists	 and	making	 their	 works	
	 accessible	to	the	public’.25		
The	ACA’s	mission	requires	a	balance	of	tasks	including	the	provision	of	funding	for	
artists	 and	 companies	 to	make	 and	 present	 their	work	 and	 the	 advocacy	 of	 those	
artworks,	 artists	 and	 the	 arts	 in	 general	 to	 the	 broader	 community	 to	 enable	 and	
enhance	their	appreciation.		
In	 order	 to	 carry	 out	 its	mission,	 the	 ACA	 relies	 on	 expert	 advice	 from	 artists	 and	
cultural	operators	–	enshrined	in	the	principle	of	peer	assessment	-	and	the	tasks	of	
management	performed	by	bureaucrats.	In	the	half-dozen	or	so	years	leading	up	to	








ACA,	 this	 is	 evidenced	 in	 the	 appointment	 of	 a	 former	 marketing	 director	 of	 a	
telecommunications	 company	 to	 the	 position	 of	 CEO.26	 Managerialism	 often	 cuts	
deepest	 in	organisations	where	managers	are	professional	managers	as	opposed	to	
managers	with	relevant	industry	expertise.		
(2)	 Decrease	 of	 Staff	 with	 Professional	 Arts	 Practice	 Backgrounds	 The	 ACA’s	
recruitment	 policy	 for	 senior	 staff	 preferred	 those	 with	 minimal	 experience	 or	






in	 terms	 of	 influence,	 income	 and	 reach.	 Managerialism	 tends	 to	 be	 felt	 most	
profoundly	where	the	 industry’s	primary	workers	are	endemically	marginalized	as	 is	






































So	rather	than	give	money	directly	 to	artists	 for	 their	art-making	 it	was	diverted	to	
amplify	the	management	architecture	around	them	or	to	programs	from	which	they	
were	 exempt.	 A	 whole	 generation	 of	 artists	 was	 left	 to	 scavenge.	 Unsurprisingly,	
Australia’s	professional	artist-population	decreased	from	2001-2006	for	the	first	time	
since	1987,	and	remains	static,27	whereas	the	reverse	is	the	case	in	the	population	of	





the	 shadow	 of	 the	 agency’s	 stated	 values	 that	 the	 consequences	 of	 ‘deep	
managerialism’	are	practised.	











 We are reliable and engaged with our clients and communities, and 
 pride ourselves on the pursuit of excellence in all our endeavours. 
 
In	 the	managerialist	 paradigm,	 public	 service	 is	 a	 governance	 structure	 geared	 to	
‘market	efficiency’30.	 It	 is	an	appellation	which	 in	a	public	service	agency	 is	entirely	
problematic	as	it	establishes	an	unproductive	friction	between	service	to	the	public	
and	 service	 to	 the	 market.	 The	 bastard-child	 of	 the	 two	 service	 paradigms	 is	 a	
cacophony	of	competing	values.	This	has	been	prosecuted	to	crippling	effect	 in	the	
small-medium	 and	 independent	 sector,	 a	 key	 source	 of	 the	 agency’s	 ‘clients	 and	
communities’.	




The	value-set	of	 these	governance	structures	manifests	deeply	 in	 the	establishment	
and	operation	of	their	Boards.	
Internally,	 the	 effects	 can	 be	 draconian.	 When,	 as	 an	 artist,	 I	 was	 involved	 in	 the	
presentation	culture	of	the	major	Australian	festivals,	in	three	separate	instances	I	was	
told	 by	 Artistic	 Directors	 that	 their	 Boards	 would	 never	 allow	 them	 to	 program	
particular	artworks	as	they	might	be	perceived	as	transgressive.31		
Externally,	however,	Australian	arts	boards	tend	to	 ‘roll-over’	 in	the	face	of	external	
challenges.	 The	 Sydney	 Theatre	 Company’s	 Board	 is	 a	 case	 in	 point.	When,	 in	 the	
aftermath	of	the	Coalition	Government’s	dramatic	retraction	of	ACA	funds	in	the	2015	
Budget,	STC	Chair	David	Gonski	was	reportedly	dissuaded	by	the	Minister’s	advisors	to	





At	 the	 Service	 of	 Knowledge	 Transferring	 knowledge	 from	 one	 sector	 to	 another	
without	regard	to	the	idiosyncratic	operating	contexts	of	either	sector	is	a	hallmark	of	
managerialism.	It	is	often	projected	internally	within	the	recipient-sector.	Once	again,	
transferring	 the	 governance	 structures	 of	 major	 organisations	 onto	 the	 small-to-
medium	sector	exemplifies	this	managerialist	conceit.			
Rather	than	allowing	small-to	medium	organisations	to	grow	in	response	to,	and	at	the	
service	 of,	 the	 diverse	 processes	 of	 artistic	 creation,	 organisations	 were	 built	 (or	
mutated	to	look)	like	mini-MPAs	and	then	artists	poured	into	them	like	wet	cement,	
only	to	harden	and	concretize.		









Governance	 once	 meant	 guidance,	 not	 the	 pathological	 over-regulation	 that	 the	
agency	uses	to	control	the	independent	and	small-medium	sector.	This	one-size-fits-
all	approach	is	counter-intuitive	to	the	reality	that	these	areas	of	artistic	production	
are	 varied,	 complex	and	 changeable,	 and	 ignorant	of	 the	 rich	 vein	of	 knowledge	 it	
produces.	
At	the	Service	of	Business	The	ACA’s	relationship	with	the	small-medium	sector	was	
defined	by	 the	 long-term	use	of	 the	 ‘Business	 Plan’	 as	 an	 application	 template	 for	




The arts should be business-like but they are not a business.34 
 
Adding	 ignorance	 to	 incompetence,	 few	 if	any	ACA	staff	had	sufficient	expertise	or	
experience	in	business	to	provide	appropriate	advice	in	the	new	paradigm.	Many	of	
the	 agency’s	 clients,	 artist-applicants	 like	myself,	 felt	 the	 staff	 were	 in	 a	 constant	
process	 of	 upskilling	 due	 to	 a	 top-down	 directive	 which	 led	 to	 an	 internal	 risk-
management	 approach	 that	 imposed	 further	 levels	 of	 compliance	on	 applicants	 as	
staff	 provided	 advice	 of	 which	 they	 were	 uncertain.	 The	 internal	 logic	 of	 these	
adjustments	is	labyrinthine.	
Unsurprisingly,	 the	new	governance	values	were	communicated	via	a	 language	and	
process	 that	 created	 further	 distance	 between	 the	 artist	 and	 the	 bureaucrat.	 The	





from	a	position	of	 influence.	 In	 some	cases,	where	artists	doggedly	hold	on	 to	 the	
company’s	power-spot,	they	retain	the	corporate	nomenclature	in	which	the	ACA	has	
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community	 is	 a	 feeder	 for	 the	 major	 organisations.	 It	 operates	 within	 its	 own	
parameters	 of	 organisational	 integrity.	 The	 independent	 arts	 community	 and	 the	
small-medium	companies	create	their	histories	show-to-show,	alter	their	mission	to	
accommodate	 art-form	 evolution	 and	 social	 change	 and	 reinvent	 their	 artistic	
practices	of	necessity.	Major	organisations,	to	a	lesser	or	greater	degree,	are	defined	
by	 their	 history,	 their	 longstanding	mission,	 and	 the	 performing	 art-form	 they	 are	
tasked	 with	 preserving.	 Issues	 of	 governance	 must	 necessarily	 respond	 to	 such	









MPAs	 in	 the	 guidelines	 of	 the	 Ministry’s	 newly	 established	 entity,	 the	 National	
Program	for	Excellence	in	the	Arts	(NPEA)	–	later	rebranded	Catalyst	by	his	successor.	
These	guidelines	excluded	individual	artists	from	the	application	process.36		
In	 contrast	 to	 the	 ACA’s	 perception	 of	 the	 independent	 and	 small-medium	 sector,	
evidence	constituted	at	the	2015	Senate	Inquiry	into	the	Arts	ascribes	to	the	small-
medium	and	 independent	players	 the	 very	model	 of	 sectoral,	 art-form,	 ethnic	 and	
linguistic	diversity,	 a	model	 that	has	been	 fundamentally	 compromised	by	Brandis’	












require	 a	 singularity	 of	 purpose,	 identity	 and	 practice;	 an	 active	 individualism	 from	
which	they	express	themselves	artistically	and	with	integrity.		
Managerialism	 specifically	 denies	 that	 the	 fundamental	 nature	 of	 society	 is	 an	
aggregation	of	individuals.37	Unsurprisingly	arts	agencies	such	as	the	ACA	have	in	recent	
times	 manifest	 an	 aversion	 to	 artists	 and,	 in	 particular,	 to	 artists	 operating	
independently.	
In	order	to	deal	with	them,	the	ACA’s	solution	has	been	to	turn	the	artist-individual	
into	 an	 artist-organisation.	 Artists	 have	 been	 encouraged	 to	 ‘incorporate’,	 to	 turn	
themselves	 into	 associations,	 companies	 -	 mini-institutions.	 In	 this	 way,	 the	 artist	







Policy	 initiatives	 arose	 out	 of	 this	 need	 to	 control	 the	 artist.	 In	 Theatre,	 the	 2008	
decision	to	redirect	presentation	costs	away	from	project	funding	to	venues	deprived	
artists	of	their	agency	in	dictating	the	direction	of	artistic	and	cultural	production	at	a	
grassroots	 level.	Where	once	 it	was	possible	 for	artists	 to	use	production	grants	 to	





club.	 This	 new	 regulation	 radically	 compromised	 my	 agency	 as	 an	 artist	 and	 the	
integrity	 of	my	 practice.	 I	 had	 to	 go	 cap	 in	 hand	 to	 the	 new	 gate-keepers	 whose	
support	 became	 vital	 in	 the	 financing	 and	 presentation	 of	 my	 project.	 Whereas	
previously	 artists	 could	 have	 self-presented,	 now	 they	 were	 wholly	 subject	 to	
curatorial	 discretion.	 Five	 years	 later,	 the	 ACA	 altered	 the	 relevant	 clause	 which	
relaxed	 the	 compulsion	 of	 artists	 to	 secure	 a	 presenter	 without	 which	 their	
applications	were	 ineligible.	However,	 the	new	condition	was	modified	 to	 ‘strongly	
recommend’	they	still	do	so.		
The	 ACA’s	 language	 and	 tone	 in	 the	 communication	 of	 this	 single,	 conditioning	






















members	of	MPA	organisations	who	complained	 they	had	no	 shared	 language	with	
their	Artistic	Directors.	Senior	ACA	management	resolved	to	 invent	a	new	 language.	
This	was	 deemed	 to	 be	 so	 revelatory	 that	 it	was	 passed	 on	 to	 Key	Organisations39	









cannot	 converse	with	 their	 Artistic	 Directors	 and,	 in	 the	 second	 place,	 how	 artistic	
vibrancy	can	be	a	useful	measure	for	a	sector	that	behaves	not	at	all	like	the	MPAs.		
Processes	 like	 these	 support	 the	 notion	 that	 managerialist	 values	 have	 taken	 hold	
within	the	agency	as	they	reflect	the	concentration	of	decision-making	in	a	managerial	
paradigm	as	opposed	to	a	cultural	one.	They	are	based	on	ignorance,	and	do	nothing	











We actively work with one another and our stakeholders to realise our 
 shared purpose. 
 
The	managerialist	values	of	efficiency	and	productivity	are	at	odds	with	the	notion	that	








arts	 funding	 aligns	 in	 no	 favourable	 way	 with	 mainstream	 economic	 theory.	 The	
paradigm	 of	 economic	 competition	 reduces	 the	 arts	 to	 a	 commodity	 in	 the	
marketplace,	a	situation	which	is	untenable	and	unsustainable	because	its	real	value	is	





public	 good,	 the	 purpose	 it	 shares	 with	 its	 ‘stakeholders’	 -	 artists,	 companies	 and	
institutions.	Through	its	Market	Development	department,	the	ACA	began	‘selling’	the	
arts	as	 cultural	product	 thereby	 leeching	 its	 intrinsic	 value	 from	practice	and	public	
discourse.	This	approach	had	dramatic	consequences	in	the	values-shift	of	the	cultural	
sector	and	within	 the	ACA	 itself.	 Internally,	 competition	became	an	 institutionalised	
mindset	as	artform	departments	competed	for	the	greatest	share	of	the	ACA’s	budget.	






symbiotic	mechanisms	on	which	 the	 arts	 in	Australia	were	 founded	 and	operate.	 It	
disrupts	the	notion	of	‘shared	purpose’.	







the	ACA,	Ben	Eltham	eventually	 received	statistics	 from	the	ACA	–	vital	 information	
previously	 withheld	 from	 the	 journalist	 and	 administrators	 who	 had	 made	 similar	
requests	-	that	proved	the	engine	room	of	Australian	arts	in	terms	of	reach,	influence	
and	productivity	is	not	the	MPAs	–	as	Brandis	had	asserted	at	a	2014	Senate	Estimates	
Hearing	 -	 but	 the	 small-medium	 organisations	 and	 independent	 artists.43	 In	 effect,	
Brandis	was	simply	towing	the	ACA	line	and	explains,	in	part,	its	reluctance	to	publicly	
contest	Brandis’	actions.	This	institutionalised	perception,	borne	of	cultural	inbreeding,	












reveals	 the	 ACA’s	 default	 setting	 that	 values	 major	 organisations	 above	 the	
independent	and	small-medium	sector	and	reinforces	its	elitist	operating	procedures.	
The	ACA	failed	not	only	to	realise	 its	shared	purpose	of	advocating	for	the	arts	as	a	
public	 good,	 it	 obfuscated	 the	 delivery	 of	 key	 sector	 statistics	 and	 prosecuted	 a	
hierarchy	 that	 did	 not	 accurately	 reflect	 the	 true	 nature	 of	 Australia’s	 cultural	
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 leadership management 	
	
 We advocate our vision and inspire its achievement through our shared 




Brandis,	 would	 be	 passed	 back	 to	 it.	 In	 a	 national	 newspaper,	 philanthropist	 Neil	
Balnaves	took	this	opportunity	to	call	for	new	leadership	saying,	“the	Australia	Council	
had	failed	its	constituents	and	now	was	a	good	time	to	appoint	more	robust	leaders”.44	









Such	 lack	 of	 sector	 engagement	 was	 entirely	 consistent	 with	 Council’s	 behaviour	
throughout	a	year	regularly	pockmarked	by	leadership	deficit	to	the	point	where	it	was	
remarked	upon	 to	CEO	Tony	Grybowski	 in	 Senate	Estimates	 in	early	2016.	 45	When	
Greens	Senator,	Scott	Ludlum,	asked	the	CEO	for	the	Australia	Council’s	response	to	
the	Senate	inquiry	into	the	budget	cuts,	he	‘said	he	did	not	have	one’.	































when	 in	 September	 2016	 the	 sector	 successfully	 lobbied	 the	 new	 Prime	 Minister	
Malcolm	Turnbull	to	sack	Brandis,	bookends	an	abject	failure	of	leadership	over	almost	
a	year-and-a-half	of	inertia.			
Criticised	 by	 philanthropists,	 politicians	 and	 media	 for	 a	 fundamental	 failure	 in	
leadership,	the	ACA’s	impotence	is	matched	only	by	the	irony	in	its	persistent	roll-out	
of	 innumerable	 cultural	 leadership	 programs.	 This	 litany	 of	 failings	 represents	 the	
institutional	confusion	that	reigns	in	the	Australian	arts	scene	around	leadership	and	



























 We are trustworthy, ethical and accountable in all situations.  
 
The	most	 successful	 resistance	 to	Brandis’	 incursion	on	 the	ACA	manifested	 in	 the	







and	 small	 to	medium	 sector’s	 contribution	 to	Australian	 cultural	 activity,	 however,	
despite	the	efforts	of	various	individuals	and	organisations	making	representations	for	
that	 information	 it	 was	 not	 until	 journalist	 Ben	 Eltham	 submitted	 a	 Freedom	 of	
Information	application	that	the	research	became	suddenly	available.	It	was	then	put	
on	record	in	submission	to	the	Senate	Inquiry	into	the	Arts.	
I	had	written	 to	 this	narrative	 in	 several	publications	and	 I	was	 involved	 in	 the	key	
strategy	and	organising	groups	of	the	#freethearts	campaign.	But	it	was	not	part	of	my	






Instead	of	putting	on	notice	any	 funding	of	 the	Major	Organisations	 -	 the	Australia	
Council	took	the	soft	option.’		
My	 reading	 was	 consistent	 with	 information	 on	 the	 ACA’s	 website.	 The	 agency’s	




agree	 to’.	 The	 ACA	 plays	 an	 important	 leadership	 role	 in	 the	management	 of	 the	
Framework.	 Internally,	 the	MPA	Panel	established	by	 the	ACA	Board	 ‘considers	 the	
MPA	results	in	a	broader	context	of	support	to	other	areas	of	the	arts	sector	nationally.	
This	overview	and	strategic	understanding	is	critical	to	the	health	of	each	area	of	arts	
practice	 in	 Australia.’51	 This	 observation	 implies	 the	 agency	 has	 the	 capacity	 to	
recommend	adjustments	to	the	conditions	under	which	the	MPAs	operate.	Further,	
MPAs	 can	 apply	 to	 receive	 funds	 directly	 from	 the	 Council	 through	 the	 MPA	






Collaborative	 Projects	 program	 and	 have	 historically	 benefited	 directly	 from	 the	
Audience	Development	Initiative.	
On	the	morning	of	the	publication	of	The	Conversation	article,	I	received	a	telephone	
call	 from	an	ACA	officer	known	 to	me	during	my	 time	working	 for	 the	agency	as	a	











do	 so.	 Although	 I	 received	 a	 written	 apology	 from	 the	 ACA	 Officer	 in	 question,	 I	
requested	similar	from	the	Media	Department	but	none	was	forthcoming.53		





was	 concerned	 about	 the	 agency’s	 culture,	 clearly	 failed	 to	 task	 the	 ACA	 with	 the	
resilience	required	to	fulfil	its	mission,	a	mission	that	was	significantly	challenged	in	the	
subsequent	five	years.	
Clearly	 the	 biggest	 challenge	 was	 the	 retraction	 of	 a	 hundred	million	 dollars	 of	 its	
funding	by	Arts	Minister,	George	Brandis	 in	May	2015.	Even	 if	one	 is	 to	concede	an	
initial	paralysis	brought	on	by	 the	shock	of	Brandis’s	actions	–	one	must	generously	
exclude	Brandis’	publicly	declared	desire	as	Shadow	Arts	Minister	to	have	more	control	
over	 the	 Australia	 Council	 –	 it	 is	 difficult	 to	 read	 the	 agency’s	 lack	 of	 resistance	 as	
anything	but	an	absence	of	organisational	resilience.	
The	 ACA	 issued	 no	 public	 statement	 of	 defence	 or	 protest.	 Nor	 did	 it	 assert	 its	




Like	 the	 words	 service,	 diversity,	 respect,	 collaboration,	 integrity	 and	 leadership,	
resilience	 is	 a	 word	 corrupted	 through	 its	 co-option	 by	 the	 corporate	 sector	 and	
ingested	into	the	universe	of	the	public	utility.	They	have	this	in	common	these	words	













management	with	 leadership	and	practise	duplicity	whilst	 forsaking	 integrity,	and	to	
explain	diversity	in	singular,	absolute	frameworks.	Resilience	cannot	operate	or	survive	
in	 this	 labyrinthine	morality,	 and	 of	 all	 the	words,	 it	 is	 the	most	 tragic	 because	 its	





































































continuous	attention.	 In	 the	space	of	30	years	 I	expended	on	average	12,000	hours	
writing	funding	applications.	In	each	year,	I	worked	an	average	50	weeks	@	40	hours	a	
























to	have	any	 success	 in	 the	application	process.	 (29)	 It	 is	 a	 language	 that	defies	 the	
charismatic	 and	 enigmatic	 qualities	 of	 artistic	 practice,	 a	 language	 that	 does	 not	
appreciate	the	value	of	mystery	and	risk,	a	language	that	carves	artistic	ideas	into	non-
artistic	outcomes,	a	language	that	shapes	an	artwork	before	it	has	had	a	life	as	an	idea	
and	a	dream,	a	 language	that	prescribes	 financial	benefit	ahead	of	 intrinsic	value,	a	
language	that	oppresses,	distorts	and	bashes	the	artistic	impulse	into	a	cultural	product	
that	can	be	advertised	to	justify	further	funding	for	the	same	artless,	soulless	process.				
(30)	 Like	 those	 used	 to	 resonate	 the	 ACA’s	 values,	 words	 and	 phrases	 such	 as	
‘partnership’,	 ‘collaboration’,	 ‘innovation’,	 ‘creativity’,	 ‘key	 performance	 indicators’,	





provision	 of	 an	 Artistic	 Vibrancy	 assessment,	 additional	 ‘significant’	 budgetary	
information	 and	 governance	 and	 compliance	 conditions	 including	 (preferred)	 board	
composition	 and	 uniform	 operating	 systems.	 (33)	 The	 impact	 of	 these	 additional	
requirements	 adversely	 affected	 the	 operation	 of	 my	 company	 necessitating	 the	
assignation	 of	 greater	 value	 -	 in	 terms	 of	 time	 and	 consideration	 -	 to	 matters	 of	





because	managerialism	 operates	 on	 a	 process	 of	 attrition	 –	 often	 in(di)visible.	 (36)	
Producers	 spend	most	 of	 their	 time	 producing,	managers	managing	 and	marketers	
marketing;	artists	spend	disproportionately	more	time	writing	applications	for	funding	
their	work	than	they	do	on	making	 it.	 (37)	The	process	 is	a	debilitating	one	and	the	
conditions	 under	 which	 they	 work	 characterise	 their	 behaviours	 and	 shape	 this	




















shapes	 her	 work	 (and	 her	 work	 practices)	 to	 accommodate	 market	 expectations	
communicated	 by	 presenters,	 producers,	 bureaucrats	 and	 programmers;	 she	 seeks	
funds	 in	 an	 environment	 in	which	 competition	 is	 valorised	 over	 cooperation	which	
means	her	reflexes	are	trained	accordingly;	she	has	less	agency	to	deploy	those	funds	


































were	 unsuccessfully	 targeted.	 These	 entities	 have	 in	 common	 the	 production	 of	 a	
knowledge	 that	 is	 ‘inconvenient’	 because	 it	 refuses	 to	 align	with	 any	 government’s	
policy.	 It	 is	 their	mission:	 to	 provide	 evidence-based	 truth	 rather	 than	 to	 serve	 the	





project	 to	 succeed.	The	arts	and	 sciences	are	obvious	and	 significant	 targets	 in	 this	
process.	
(9)	Funding,	however,	operates	 in	the	space	of	numbers,	which	are	finite.	(10)	So	in	
reality,	 it	 is	 the	 space	 in	 which	 the	 least	 damage	 is	 caused.	 (11)	 The	 practices	 of	
managerialism	are	most	fierce	in	the	behaviours,	attitudes	and	values	of	public	servants	
because	 their	 nature	 is	 ambient.	 An	 atmosphere	 of	 professional	 permissiveness	
pervades	the	culture	of	the	bureaucrat.	










Sport	 (13)	 The	 kind	 of	 fractious	 knowledge	 transference	 that	 characterises	
managerialism	was	exposed	in	sports	administration	in	the	aftermath	of	the	2016	Rio	
Olympics.	One	of	managerialism’s	calling	cards	–	the	appointment	of	businessmen	and	





















the	 arts,	 found	 themselves	 working	 in	 the	 Department	 of	 Immigration	 and	 Border	
Protection	which	within	a	 year	 caused	 them	 to	 suffer	ongoing	mental	health	 issues	





Social	 Services	 (17)	 In	 my	 work	 as	 artist-in-residence	 for	 philanthropic	 maverick,	
Igniting	Change64,	 I	 sometimes	engage	with	people	working	at	 the	 frontier	of	 crisis-
management.	 In	a	meeting	with	a	welfare	worker	operating	 in	child	protection,	 the	
following	 statement	 was	 made:	 “The	 only	 thing	 Child	 Protection	 (the	 government	
agency)	protects	 is	Child	Protection”.	 (18)	One	of	the	observations	made	by	 Igniting	
Change	CEO,	Jane	Tewson,	is	that	services	outsourced	by	government	grow	the	gaps	
between	 complementary	 services	 rather	 than	 close	 them.	 The	 system	 establishes	
managerialist	 enclaves	 of	 service	 providers	 that	 tend	 to	 exacerbate	 rather	 than	
alleviate	the	problems	they	are	contracted	to	solve.	(19)	But	the	most	telling	example	





had	“catastrophic”	effects’”65	which	 include	 intimidation	and	harassment	 from	debt	
collectors	and	in	one	tragic	case,	suicide.66	In	a	single	year	to	October	2016,	nearly	29	
million	 calls	 to	 Centrelink	 received	 a	 busy	 signal	 with	 another	 7	 million	 calls	
“abandoned”	by	customers	unwilling	to	wait	any	longer.67		
Higher	Education	(20)	In	the	higher	education	system,	neoliberal	capitalism	has	utterly	
transformed	 the	 ideal	 of	 the	 university.	 Today	 the	 university	 resembles	 a	
manufacturing	and	retail	outlet	producing	education	as	a	product	and	selling	it	onsite.	
Any	 pedagogical	 value	 is	 contained	 within	 this	 business	 model.	 Research	 and	
knowledge	production	seem	incidental.	Managerialism	has	carried	the	day.	Five	years	
ago,	 a	 colleague	 working	 in	 a	 Go8	 university	 bemoaned	 the	 fact	 that	 university	
administrators	were	now	getting	paid	five	times	a	Professor’s	salary	when	ten	years	
















ago	 the	 ratio	was	1:2.	 (21)	Another	 colleague	 recently	 told	of	being	 interviewed	by	
business	managers	asking	what	it	is	they	actually	do,	as	if	the	core	tasks	of	an	academic	





(24)	 So	 extreme	 are	 the	 changes	 undergone	 in	 the	 culture	 of	 the	 university,	 the	
question	 begs:	 do	 these	 institutions	 still	 fit	 the	 definition	 of	 a	 university?	 British	
academic	Terry	Eagleton	writes	passionately	about	“the	slow	death	of	the	university	as	
a	 centre	 of	 humane	 critique”.	 68	 He	 seizes	 on	 the	 key	 element	 that	 distinguishes	 a	





(25)	 In	 Australia,	 the	 war	 of	 attrition	 on	 the	 humanities	 in	 the	 university	 sector	
embodies	 one	 of	 the	 key	 contradictions	 of	 neo-liberalism.	 Whilst	 its	 proponents	
advocate	the	merits	of	access	and	equity	that	neo-liberalism	supposedly	affords,	the	






or	 deserve	 to	 have	 access	 to	 studies	 in	 these	 fields.	 Such	 programs	 at	 these	
universities	 have	been	gutted	 in	 favour	 of	 studies	 in	 ‘applied	 skills’.	 Arts	 and	
Humanities	 majors	 are	 increasingly	 available	 only	 at	 elite	 universities.	











carriage	 of	 these	 elements	 enables	 important	 signals	 to	 be	 transmitted	 above	 the	
‘noise’.	 (29)	However,	 the	prosecution	of	 the	neo-liberal	mission	 in	 the	mainstream	




















predictions	 to	 voters’	 lack	 of	 finesse	 in	 understanding	 the	 complexity	 of	 the	 voting	
process	was	like	watching	The	Titanic’s	passengers	waving	at	the	wheel-house	to	veer	
left	and	avoid	 the	 iceberg.	 (34)	That	 the	commentariat	could	not	 read	 the	 result	as	
anything	other	than	a	reflection	of	the	ineptitude	of	voters,	reinforces	the	degree	to	




technological	 platforms.	 (36)	 The	 Monthly’s	 Sean	 Kelly	 was	 one	 of	 few	 prominent	
journalists	who	repeatedly	expressed	his	suspicion	that	something	was	going	on	but	he	






but	 it	 has	 a	 diminishing	 currency	when	 forming	 our	 own.	 The	 swinging	 part	 of	 the	
electorate	has	a	more	nuanced	understanding	of	the	major	parties’	strategies	and	the	
media	messaging	than	the	players	themselves.	(38)	In	a	recent	investigation	of	Fairfax	
Media,	 Mike	 Seccombe	 reports	 that	 striking	 staff	 were	 of	 the	 view	 “that	 their	
employers	 no	 longer	 see	 the	 commercial	 side	 of	 the	 business	 as	 a	 support	 for	 the	
journalism	but	see	journalism	as	a	support	for	the	commercial	side.”73	It	is	a	formula	















(41)	 These	 evocations	 create	 a	 noise	 in	 civil	 society	 that	 constitutes	 an	 oppressive	
ambience.	(42)	It	is	the	new	prevailing	characteristic	of	our	quotidian.	(43)	It	exhausts	
and	 aggravates,	 distracts	 and	 diverts.	 It	 forces	 the	 citizen	 inwards,	 away	 from	 civil	





























(3)	 The	 methodology	 and	 aim	 of	 managerialism	 in	 Australia’s	 political	 culture	 is	
straightforward.	(4)	Efficiency	and	productivity	are	privileged	above	the	human	and	the	





(6)	 As	 in	 other	Western	 democracies	 such	 as	 America	 and	 the	 UK,	 the	 hegemonic	










by	 professional	 politicians,	 many	 of	 whom	 have	 never	 held	 a	 job	 outside	 political	
culture.74	(9)	The	primary	objective	of	the	professional	politician	is	different	to	that	of	
the	 representative	 politician.	 (10)	 Whereas	 the	 representative	 politician	 works	 to	
represent	 the	 interests	 of	 their	 constituency,	 the	 professional	 politician	 seeks	 the	
maintenance	of	power.	(11)	This	necessitates	a	menu	of	behaviours	characterised	by	
an	aversion	to	risk	and	an	obsession	with	efficiency,	regulation	and	protocols.	(12)	This	
leads	 to	 excessive	 government	 which	 is	 ironic	 given	 that	 a	 key	 platform	 of	 neo-
liberalism	is	small	government.	(13)	Whether	it	be	the	regulation	of	meta-data,	border	




classic	managerialist	 reflex.	 (15)	 In	 the	arts,	 it	 is	 said	 that	a	manager	deals	with	 the	
everyday	 task	 whilst	 artists	 dream	 the	 future.	 (16)	 The	 risk-averse	 environment	 of	
politics	–	shaped	by	the	adherence	to	the	24-hour	information	cycle,	focus	groups,	spin	

































with	 his	 public	 statements.	 (28)	 Not	 satisfied	 with	 insulting	 Australia’s	 refugee	
population	during	the	2016	Federal	Election	as	innumerate	and	illiterate,77	Dutton	has	
characterised	the	self-immolation	of	refugees	as	a	tactic	to	gain	entry	into	Australia:	




















(31)	 A	 person	 will	 deliberately	 do	 this	 to	 himself	 only	 if	 his	 situation	 is	 utterly	
unbearable,	utterly	untenable.			
(32)	Immigration	Minister	Peter	Dutton’s	statement	is	delusional.		



































(41)	Managerialism	 is	 not	 simply	 the	 handmaiden	 of	 the	 economic	 project	 of	 neo-
liberalism.	It	connects	values	and	behaviours	in	society	that	incrementally	dehumanize	
us	 and	 enables	 us	 to	 dehumanize	 others.	 (42)	 The	 arts	 bureaucrat	 who	 takes	 a	
performance	bonus	in	a	year	in	which	their	inaction	and	complacency	have	directly	led	














































Minister,	 Malcolm	 Turnbull,	 on-board	 the	 tourist	 attraction,	 USS	 Intrepid,	 a	
decommissioned	 aircraft-carrier	 used	 for	 the	 day	 to	 host	 celebrations	 of	 the	 75th	
Anniversary	 of	 the	 Battle	 of	 the	 Coral	 Sea.	 Less	 interested	 in	 enduring	 symbolism,	
Trump	has	made	a	habit	of	staging	photo	opportunities	with	other	nation’s	leaders	to	
fill	 the	world	with	visual	noise	bearing	his	 individual	signature.	Turnbull	came	to	the	




Trump	Time	 is	measured	 in	 tweets.	Trump	Space	 is	measured	 in	 real	estate.	Trump	
Place	is	measured	in	race.	Trump	Sound	is	measured	in	decibels.	Trump	is	the	Torturer	
in	 Iraq	who	has	placed	his	nation	and,	by	default,	 the	world	 in	 an	empty	 container	
blasting	 its	 citizens	 with	 his	 narcissistic	 songs	 of	 making	 America	 GREAT!	 GREAT!	
GREAT!	 Not	 so	much	 a	 President	 as	 a	 brand,	 Trump’s	 agency	 is	 contingent	 on	 his	






and	 affective	 qualities.	 Hypnotically	 irresistible	 for	 its	 triumphalism	 of	 base	 human	
behaviour,	The	Apprentice	President	is	an	off-the-chart	ratings	success,	a	kaleidoscopic	
cacophony	of	vacuity.	When	Shakespeare	wrote	the	Thane	of	Cawdor’s	self-realisation	
that	his	 vaulting	ambition	had	 immersed,	and	ultimately,	 consumed	his	 life,	he	was	








KPIs:	 the	 valorisation	of	 risk-taking,	 individual	 freedoms	and	personal	 responsibility;	








Peerless	 he	 may	 be	 but	 Trump	 is	 not	 the	 prize	 here.	 He	 is	 a	 contestant,	 a	 noisy,	
narcissistic	contestant,	pathologically	fearful	of	being	THE	BIGGEST	LOSER.	He	is	a	70-
year	old	trapped	in	the	mind-set	of	a	spoiled	adolescent,	“an	agent	of	chaos,	both	by	





famous	 for	getting	wealthy	off	 the	royalties	of	Seinfeld	 re-runs	as	he	 is	 for	 invoking	
Vladimir	Lenin,	declaring:	“I	want	to	bring	everything	crashing	down	and	destroy	all	of	
today’s	establishment.”86		
Such	 a	 task	 creates	 ear-splitting	 noise.	 From	 the	 mainstream	 media	 who	 are	 as	
mesmerised	by	Trump	post-election	as	they	were	obsessively	dismissive	of	him	pre-
election.	From	the	professional	political	class	whom	he	astutely	wrong-footed	because	
they’re	 still	 playing	 politics	 and	 he’s	 in	 the	 business	 of	 entertainment.	 From	 the	

























One	 of	 the	more	 cogent	 analyses	 of	 Trumpism	written	 in	 the	 first	 100	 Days	 of	 his	




Whitebook	 proposes	 that	 “Trumpism	 as	 a	 social-psychological	 phenomenon	 has	
aspects	reminiscent	of	psychosis,	in	that	it	entails	a	systematic	—	and	it	seems	likely	




creation	 the	 Administration	 engages	 in.	 The	 closing	 of	 this	 gap	 contributes	 to	 the	
confusion	and	anxiety	surrounding	Trumpism.	It	creates	a	psychosis	that	reverberates	
throughout	the	bodypolitic	and	into	the	hearts	and	minds	of	individuals	everywhere.	
Whitebook	 then	quotes	 the	 example	of	Vladislav	 Surkov,	 Vladimir	 Putin’s	 long-time	
chief	ideologue,	who	engages	in	‘a	strategy	of	power	based	on	keeping	any	opposition	
there	 may	 be	 constantly	 confused,	 a	 ceaseless	 shape-shifting	 that	 is	 unstoppable	




neo-liberal	 trajectory	 and	 how	managerialism	may	 have	met	 its	 match	 in	 the	 new	
Administration.	 There	 is	 no	 evidence	 of	 systematic	 behaviour	 in	 the	Administration	

































to	 address	 ‘the	 underlying	 dynamics’,	 to	 block	 out	 the	 noise	 and	 discover	 the	
techniques	used	to	create	it,	and	then	disarm	them.		
In	the	first	instance,	we	need	to	cultivate	an	altogether	new	way	of	listening.	









































SIDE 2 WEB OF SILENCE  
 
   please tap here to breathe 
 
Close the doors, light the lights. 
We're stayin' home tonight, 
Far away from the bustle  
And the bright city lights. 
Let them all fade away. 
Just leave us alone.  
And we'll live in a world of our own. 
We'll build a world of our own  
That no one else can share. 
All our sorrows  
We'll leave far behind us there. 
And I know you will find 
There'll be peace of mind 
When we live in a world of our own.88 
      ------------------------------------------------ 
sfx. (1.0) 
      
 During rehearsals for Journey to Con-fusion the final stage of the 
 NYID/Kaitaisha project in 2002, Pledger took the combined company of 
 actors through a workshop exercise called Body Listening. It required 
 concentrated group movement in which the actors are clusters of 
 dispersed bodies alternately stopping and walking forward. Each cluster 
 has a unified force determined kinesthetically with the result that some 
 groups stay together surging forward while others become fragmented 
 and widely distributed. Pledger describes this as ‘diasporic’ movement, a 
 greatly simplified image of massive population flows. What is significant 
 however is that the image he gives them in order to remain connected to 
 one another is that of the body as an ear. Instead of representing the 
 human body as willed forward by its head (Western) or by its centre 
 (Eastern), this image suggests the whole surface of the skin becomes a 
 fleshy receptor towards others. If performance is a form of cultural 
 rehearsal for action, this corporeality of listening may be a means of 
 negotiating the infinite violence possible when persons of different social 
 and political histories must co-exist. Although we struggle to justify 
 corporeal violence in contemporary theatre it is also a place to practice 
 and to imagine in the most limited and minute of circumstances – 
 creative, political, social – the action of bodies needed for the continued 
 commitment to what Arendt calls a civil society.89 
 --------------------------------------------- 
                                                
88 Opening Stanzas, A World of Our Own (The Seekers), soundscape, Journey to Con-fusion3 (2002)  
89 Rachel Fensham, “Violence, Corporeality and Intercultural Theatre.” Alternatives: Debating Theatre Culture in The Age of Con-fusion. Edited by Peter Eckersall, 






Michael Long simply stopped. He was on the boundary line 
of the MCG. Four opposition players surrounded him. They 
were doing what they were trained to, keeping their eyes 
on the ball. Michael seemed oblivious to their presence. 
His eyes were on a horizon, not a single point but a 
diffuse line. He was sensing rather than seeing.  
 
This disabled the opposition. You could see their 
confusion. He was inhabiting a different relationship to 
time which they could not process. The crowd felt it too.  
There was a lull, almost a hush in the stadium creating a 
thudding silence louder than any kick of the football. 
 
Then Michael made a decision, re-entered the real-time of 
the game and played on. With an elegant handball that 
seemed an impossibility moments before, he mended the 
rupture in the silence-noise continuum.  
--------------------------------------------------- 








Lies our facility for sensing. 
 
We sense what we can neither smell, see nor hear. 
 
We sense ourselves. We sense others. We sense our bodies and theirs. 
 
Put your hand in the air. 
 
Now put your hand in the air with an awareness of your environment. 
 
Now put your hand in the air with an awareness of your environment that is 
honed to the presence of another body in that environment. 
 
Now put your hand in the air with the intention of directing that action to the 
other body in the environment. 
 
Now put your hand in the air with the intention of directing that action to the 
other body in the environment in such a way as to get them to put their hand in 











Now you see the body whom you are directing your attention to, raising their 




Now they have made a deliberate movement which feels connected to yours but 




Now they have made a movement that has multiple parts, all of which feel 
connected to yours but as a collection is more like an extrapolation of your 






















	 	 	 At	 its	 core	 is	 the	 notion	 that	 the	 body	 is	 a	 discriminating	
organism	 (sometimes	 referred	 to	as	 ‘a	discriminating	ear’)	able	 to	send	and	receive	
physical	information;	it	explores	the	body’s	relationship	to	performing	spaces	and	to	
other	bodies	and	develops	movement	and	vocal	patterns	 in	 relation	 to	 refining	 the	
performer-presence	in	the	space.		




a	 sense	 of	 physical	 presence	 (proprioception)	 which	 when	 amplified	 confers	 a	





	 The	 process	 of	 amplification	 through	 a	 refined	 set	 of	 exercises	 cultivates	 a	
capacity	for	sensing	shifts	in	the	space	without	seeing	or	hearing	them.		
	 	 	 	 	 	 	 	 Whilst	 the	 proposition	 is	
tested	 in	 the	 context	 of	 training	 performers	 –	 actors,	 dancers	 and	musicians	 –	 it	 is	
contingent	 on	 an	 understanding	 that	 all	 bodies	 whether	 in	 the	 service	 of	 live	
performance	or	daily	life	have	this	innate	capacity.	
	 	 	 	 	 	 body	 listening	 arose	 out	 of	 a	 desire	 to	
understand	 the	 inner	mechanics	 of	 the	 transmission	 and	 reception	 of	 physiological	
intention.	 Its	 originating	 contexts	 are	 team	 sports,	 contemporary	 performance	
practice,	 architecture,	 landscape,	 the	 Suzuki	 Acting	 Method,	 live	 engagements	
between	performers	and	between	performers	and	audience.		
	 	 	 	 	 	 	 	 There	 are	 two	 main	
training	protocols	that	define	body	listening.	They	are	Conversation	and	Web.	
----------------------------------------------------------------------------------------------------- 
         Quantum theory 
posits that to understand ourselves and indeed all matter as individual entities  
is a falsity, that at a base level we are all mutually dependent and intrinsically 
linked. What appears as a person or an object is actually, densely packed and 
quickly vibrating particles of energy. Theories and experiments to support  
this line of thinking have crystallised in scientific realms through the last  
200 years, but the ‘experience of all phenomena in the world as  
manifestations of a basic oneness’ is one of the most important  
characteristics of eastern world views. 90 
-------------------------------------------- 
                sfx. (1.3) 
 
Japanese theatre director Suzuki Tadashi created the Suzuki Acting Method, 
drawing on influences such as the martial art Kendo, traditional Japanese theatre 
and the Russian theatre director Meyerhold’s bio-mechanics.  
  Suzuki talks to the importance of the body in a performing space and 
its potential to be an agent of design. In his theatre, however, the actor is not only 
an agent of design; the actor is the performance, is the space.   
   His approach concentrates on the development of an actor’s 
centrifugal-physical facility in order to connect with an architecture unbound by the 
proscenium arch, a wholly Western invention. 
      As Suzuki taught me his method and 
how to teach it, I concluded that its best exponents have a low centre of gravity 
and a capacity to absorb intense vocal and physical challenges. His actors have an 




In 1991 I was an accidental student at the Centre for Research into 
Human Movement in Moscow. These were the very last days of the 
Soviet Union and Moscow was a city in which there was a striking and 
                                                




disturbing absence of colour. At first it was a relief from the visual 
noise booming around the cities of the West but the drabness created 
by the erasure of colour seeped into my bones creating depressions in 
the marrow. The day before the coup against Gorbachev, I flew from 
Moscow to Tokyo, a city for whom electronic colour is a byword for  
‘life’. On the Shinkansen, I almost wept at the violence of colour 
around me so thankful was I for its presence. My soul craved 
advertising. 
----------- 
                     sfx. (1.4) 
 
In 2011, I initiated an artistic research 
program called AMPERS&ND, which 
had its third edition in Chuncheon, Korea 
in 2012.  
 
As part of the program we offered an open 
workshop of Body Listening to the local 
artist community.  
 
In the Q and A afterwards, one observer 
remarked how difficult it was for him to 
believe that a Western artist could develop 
a system that was ‘essentially Asian’.  
 
In my working life, I’ve tried to avoid 
making and accepting such broad 
generalizations but here was one staring 
me in the face and I did not know exactly 
what it meant.  
 
Some years later a Chinese-Australian 
colleague opined that her Asian friends 
accepted that Anglo-European 
Australians simply did not understand 
them. It was all to do with the cultural 
protocols of communication.  
 
She used the example of a ‘contract 
signing’. 
 
In Asia, the contractor lays the contract 
on the table and says, at most, “Please…” 
 
It is an opportunity for the client to 






If they do not sign the contract then the 
obligation rests with the contractor to 
discover the client’s reservations. 
 
My colleague describes this situation as 
‘you come to me a little way, I come to you 
a little way.’ 
 
Australians are much more direct, she 
says. They put the contract in front of you 
and simply say, “Please sign it.” There is 
no space for ‘contemplation’, no space for 
‘culture’. 
 
In the body listening work, the premise of 
tuning into each other is founded on this 
notion of ‘you come to me a little way, I 
come to you a little way.’ Culture is 
intrinsic to the practice. 
---------------------------------------------------------------- 
                                     sfx. (1.5) 
 
 
In 2011, I initiated an artistic research 
program called AMPERS&ND, which had its 
third edition in Chuncheon, Korea in 
2012. As part of the program we offered to 
locals, an open workshop of Body 
Listening, a set of training protocols 
for performing artists that I had been 
developing for more than twenty years. 
In the Q and A afterwards, one observer 
remarked how impossible it was for him 
to believe that a estern artist could 
develop a system that was ‘essentially 
Asian’.  
 
In my working life I had tried to avoid 
making and accepting such broad 
generalizations but here was one 
staring me in the face and I did not know 
exactly what it meant. Some years later a 
Chinese-Australian colleague opined 
that her Asian friends accepted that 
Anglo-European Australians simply did 
not understand them. It was an issue of 
communication.  
 
She used the example of a ‘contract 
signing’. 
In Asia, the contractor would lay the 





It was an opportunity for the contractee 
to indicate they had any issue with the 
contract. 
 
If they do not sign then the obligation 
rests with the contractor to discover 
the contractee’s reservations. 
My colleague described this situation 
as  ‘you come to me a little way, I come to 
you a little way.’ 
 
Australians are much more direct. They 
will put the contract in front of you and 
simply say, “Please sign it.” There is no 
space for ‘contemplation’. 
 
In the body listening work, the premise 
of tuning into each other is founded on a 
notion of ‘you come to me a little way, I 
come to you a little way.’ It was here that I 
understood how the work could be 
characterized by an Asian sensibility. 
---------------------------------------------------------------------------------------------------------------------------------------	
 
 I am curious as to how less noise, or a lack of noise, not exactly an 
absence of noise, but perhaps the presence of silence, in a form that’s porous, 
as in a web, can operate as an antidote to the noise-production of our present 
political culture.  
 I’m interested in the idea of ‘noise’ and how I have used it in the context 
of body listening and how in the political sphere the creation of ‘noise’ seems 
fundamental to the politician’s objective of maintaining power. I’m thinking 
that creating less noise in this performative environment and the democratic 
process is fundamental to the success of both the artistic and the social project. 
This is the crux of my dissertation. 
 Its carriage relies on a synthesis of theory and practice - in that the 
acceptance of my argument is carried as much through theoretical rigour as 
an aesthetic endeavour. I am attempting to create a dissertation that allows 
these ideas to be felt as much as they are understood.  
 Let’s take Side 1 as an example. The aesthetic tools I employ are word, 
sound, image and graphic text. As you make your way through Side 1, the 
‘noise’ of the graphics, image, sound and word increases in proportion to the 
‘noise’ of the argument. By the end, the emotional state of the individual 
(disabled by the aesthetic noise) aligns with the intensity of the argument that 
the ‘noise’ of neo-liberal capitalism disables democracy. 
 Side 2 (what you are experiencing now) begins with the presence of 
‘noise’ generated by the four media -  word, sound, image and graphic text.  
Over the journey, the presence of ‘noise’ will de-materialise into each 
medium’s version of ‘silence’.  
 For example, the text graphic you are currently reading is paler in 
colour and of a different font than at the beginning. By the end, the text will 




 The white-canvas background, on which these words are writ, will 
render into a distinct visual, moving image that reveals to its landscape, the 
possibility of time.  
 The sound you are listening to has decreased in volume from when you 
first activated it by tapping the screen. It will be transformed by the reader 
into their own version of the sound of silence.  
 All this is to integrate the aesthetic dimension and journey with the 
theoretical trajectory and argument so that what I am writing has a deep 
consequence in emotion and logic, in feeling and understanding.   
------------------------------------------------------------------------------------------------ 
                       sfx.(1.6) 
 
 
A: What is silence? 
B: Silence is the absence of sound. 
 
A: What does silence sound like? 
B: Silence sounds like listening. 
 
A: What is listening? 
B: Listening is processing information other than what one’s 
body produces. 
 




B: By processing the information of your body that sits above 




Shaun Gallagher has usefully distinguished between our body image, which involves “a 
system of perceptions, attitudes, and beliefs pertaining to one’s own body,” and  
 
   our body schema, which is “a system of sensory-motor capacities that 
function without awareness or the necessity of perceptual monitoring”91.  
It is  
   our body schema that hides from our view, even while it is what 
makes possible our perception, bodily movement and kinaesthetic sensibility.  
    
   our body schema is “a system of sensory-motor functions that operate 
below the level of self-referential intentionality. It involves a set of tacit performances – pre-








                                                
91 Shaun Gallagher. 2005. How the Body Shapes the Mind. Oxford. Oxford University Press cited in Mark Johnson. The Meaning of the Body: Aesthetics of Human 
Understanding. The University of Chicago Press, Chicago and London. 2007. P.24 
92 Shaun Gallagher. 2005. How the Body Shapes the Mind. Oxford. Oxford University Press cited in Mark Johnson. The Meaning of the Body: Aesthetics of Human 


































I know there are people,  
sensitive and intelligent people  
for whom there is  
no lack of silence.  
 
I cannot but assume they are hard of hearing.  
 
For in the forest of symbols  
- which aren’t any –  
the little birds of interpretation  
– which isn’t any –  
are never silent.93 
---------------------- 
      sfx. (1.7) 
 
…just asking the question “How are body and mind one, not two?” frames 
our whole conception of the relation dualistically, since it presupposes that 
two different kinds of things must somehow come together into one.94  
                                                
93 Samuel Beckett. Disjecta: Miscellaneous Writings and a Dramatic Fragment. New York: Grove Press. 1984 (English translation of Beckett’s so-called ‘German 
Letter’ to Axel Kaun)  





Research Journal Entry 
February 11, 16 
 
So today I finally sat down to read the latest issue of Scientific American.95 
The cover story The Brain’s GPS caught my attention. There was a fair 
amount of ambient office noise – people in meetings, on the telephone, loud 
clicks of keyboards – so I took myself off into the corridor and sat solo at a 
long table. Understanding neuroscience requires a lot of concentration on my 
part. I needed a quiet space. 
The article was written by two Nobel Prize winning professors in psychology 
and neuroscience, May-Britt and Edward I. Moser. They detailed their research 
deducingtions that the human brain uses a sophisticated GPS-like tracking 
system. I use this analogy kind of language when talking to the more 
challenging aspects of body listening. 
Because body listening works towards the individual being able to sense what 
they can neither see nor hear, I came to my own nonscientific conclusion that 
the body – and my conception of the body is a body-mind, what Mark Johnson 
calls a ‘non-conscious unity of the human person’ – operates a spatial 
awareness and orientation system not unlike a GPS. This is also consistent 
with the philosophical idea that that the things what we create, make and 
produce are manifestations of the way our physiology (including the brain 
here) work. Our external world is a reflection of our physiological being and our 
existential self. I often say that the internet seems to be a representation of the 
infinity of our mental capacity our infinite mental landscape and faculty 
much of which has is not been used. discovered yet. 
I digress. 
So here’s the Moser argument. Our brain makes mental maps of our 
environment through the production and interaction of place cells, grid cells, 
head-direction, border and speed cells. Place, grid, direction, border and speed 
are words and concepts that live in the language and activity protocols of body 
listening (NB> cross refer architecture, pattern, orientation, speed, intensity, 
location). The place cells help form spatial maps tailored to specific 
environements while the grid, direction border and speed cells are universal so 
that they can operate in multiple environments. I think of it as superimposing 
a number of evolving vectors over a more stable (but still living active) plate.  
As such, locomotion is a process of the body’s calibration and re-calibration of 
location, distance, speed and direction and recognition the transposition of 
across multiple and evolving spatial landscapes.  
Apply this definition of locomotion then and subtract the senses of seeing and 
hearing then you begin to understand the sensorial world of body listening.  
--------------------------------------------------------------------------------------------- 
                                                




                 
Meaning traffics in patterns, 
               images, 
           qualities, 
                  feelings,
                 and eventually concepts and propositions. 
                 --------------------------------------------------------
      
The American TV actor, William Shatner, suffers from tinnitus. I heard him talk 
about it once on the American talk show, Late Show with David Letterman. I don’t 
know if I’ve remembered this correctly but I’m pretty sure Letterman asked 
William Shatner whether his tinnitus was a result of the intrusive telepathy of 
Doctor Spock, the Vulcan on the Officer’s Team led by Captain James T. Kirk 
(played by Shatner) in the TV series Star Trek. Fair question. Spock, with those 
Vulcan ears, seemed to have a distinctly alien way about him, and it would not 
surprise if he left behind a residue of his self in each telepathic subject. 
Tinnitus is a type of noise that occurs in the ear, in the form of buzzing, whistling, 
chirping, an insistent ringing. In most cases, it is brought about by prolonged 
exposure to loud sound. The loud sound causes permanent damage to the sound-
sensitive cells of the cochlea, a spiral-shaped organ in the inner ear.96 But it can 
also be caused by blockages or infections of the ear, drug use, ageing and stress. 
In my case, the condition is not attributable to a single cause. 
Tinnitus is a dis-ease of modern living, a thoroughly modern response to the noise 
we experience in 21st C daily life.97 Noise is a by-product of over-consumption, the 
more stuff we want the more noise we create to produce it, and the louder it 
seems to get, not individual noises per se but a mass of noise, growing larger and 
louder. The noise of manufacturing, of building, of putting up and pulling down, 
of roadworks, air-conditioning, traffic, trams, trains, computers, i-pads and 
phones, the whirring and ticking of machines, and the noises we don’t ‘hear’ – the 
noises that stop us hearing altogether.  
In George Steiner’s analysis of culture as ‘post-culture’, he talks about the 
subordination of the word to image and music. Popular music, in particular, has 
created a space that envelops us, he says, in which all forms of communication 
both public and private ‘now take place in a field of strident vibrato’.98  
The noise of society causes its own form of tinnitus. This ‘social tinnitus’ runs 
neural interference for the ‘social brain’, disrupting, interfering, intervening, 
displacing, derailing, switching. It has a neurotic aspect, constantly shifts tone, 
location, frequency. Its cause is the stress created by desire. It’s worse at night 
when silence is most possible, and when the desire for novelty created by the 
habit of consumption is at its pitch. Social tinnitus is the enemy of the silence that 
                                                
96 http://www.webmd.com/a-to-z-guides/understanding-tinnitus-basics 
97 In 1962, surgeon Samuel Rosen conducted a study on a Sudanese tribe called Presbycusis Study of a Relatively Noise-Free Population in the Sudan. It is the 
basis of a broader research trajectory that identifies the effects of rising noise-levels in modern society on hearing loss. The study was published in American 
Otological Society, Transactions, vol. 50, 1962  




democracy needs to function well. It is the wall of sound that threatens to collapse 
the web of silence required for uninterrupted sleep, the space for processing, 
dreaming, reflecting, resting and reason, the space democracy requires for its 
citizens to restore themselves in order for them to reinvent it on a daily basis.  
-------------------------------------------------------------------------------------------------------------- 
                             sfx. (1.8) 
 
 
A: What is silence? 
B: Silence is the absence of image. 
 
A: What does silence look like? 
B: Silence looks like the memory of sunlight flickering 
through trees. 
 
A: What is a memory? 
B: A memory is produced in the process of remembering. 
 








a substantial body of evidence  
 from the cognitive sciences        
  supports the hypothesis that       
   meaning is shaped by the nature of our bodies   
    especially our sensorimotor capacities and   




What first impresses in this gloom is the sensation of yellow it imparts not to say of sulphur in 
view of the associations. Then how it throbs with constant unchanging beat and fast but not so 
fast that the pulse is no longer felt. And finally much later that ever and anon there comes a 
momentary lull. The effect of those brief and rare respites is unspeakably dramatic to put it 
mildly. Those who never know a moment’s rest stand rooted to the spot often in extravagant 
postures and the stillness heightened tenfold of the sedentary and vanquished makes that which 
is normally theirs seems risible in comparison. The fists on their way to smite in anger or 
discouragement freeze in their arcs until the scare is past and the blow can be completed or 
volley of blows. Similarly without entering into tedious details those surprised in the act of 
climbing or carrying a ladder or making unmakable love or crouched in the niches or crawling 
in the tunnels as the case may be. But a brief ten seconds at most and the throbbing is resumed 
and all is as before. Those interrupted in their coming and going start coming and going again 
and the motionless relax. The lovers buckle to anew and the fists carry on where they left off. 
The murmur cut off as though by a switch fills the cylinder again. Among all the components 
the sum of which it is the ear finally distinguishes a faint stridulence as of insects which is that 
of the light itself and the one invariable. Between the extremes that delimit(s) the vibration the 
                                                




difference is of two or three candles at the most. So that the sensation of yellow is faintly tinged 
with one of red. Light in a word that not only dims but blurs into the bargain.100 
----------------------------------------------------- 
 
A: What is silence? 
B: Silence is the absence of words. 
 
A: What does silence read like? 
B: Silence reads like a book with nothing written in it. 
 
A: What is a book? 
B: A book is a receptacle of ideas written down. 
 








Research Journal Entry 
February 18, 16 
 
The problem with Rupert Sheldrake is simple: that he simply does not use the 
right words at the right time in the right way. So It makes him sound less 
authoritative, less sure of his theory and so more opene susceptaible to criticism. 
By saying “what I’m saying is outrageous!” he attracts the thought police, the 
‘serious’ scientists, the ‘academy’ and they slam him. I mean what is he 
saying exactly that most of us don’t know intuitively – telpeathy is a distant 
feeling we all experienec to some degree, dogs that know when their owner is 
coming home, sure some pets have an uncanny connectioncon with their 
owners,   
Mario Llosa Vargas is in my head today. He has displaced Rupert Sheldrake. 
I’m sorry Rupert but Mario has me convinced that the role of the intellectual is 
a fatuous one and that knowledge, real knowledge, new knowledge can no 
longer be recognised because we don’t have the tools for it any more because in 
the world of the spectacle that characterises our this version of civilisation we 
now live in, everything is as good as anything else. No one can determine 
value, there is no authority other than than the spectator. The individual is 
dead. The citizen is dead. The spectator is the only effective agent in culture 
and society and politics, and all the spectator is interested in is entertainment, 
sweet satisfaction, being ‘in the moment created for the moment’ with no 
morality or ethics or determination of any kind to decide whether it’s good or 
bad other than the words ‘yes it’s good’ or ‘yes it’s bad’. Like, like, like. Okay so 
I’m only fifty pages or so in but it’s not looking good for my democracy or 
equity or justice. Instant Gratification 10-Past  Present Future 0. That’s 
                                                
100 excerpt from annotated work version of Samuel Beckett. The Lost Ones. Grove Press Inc. New York. 1972. Ps 36-38 for Strangeland Triptych (2006-2009) 










	 	 	 time,	proposing	it	as	an	idea	some	years	earlier.	But	he		
	 	 	 	 wanted	it	to	be	an	enduring	idea	and	so		
	 	 	 	 	 waited	until	he	had	a	solid		
	 	 	 	 	 	 connection		
	 	 	 	 	 between	the	idea	and	his	practice		
	 	 	 	 which	he	himself	understood.	Artist	Robert		







	 	 	 he	informed	me	that	the	high	one	was	my		
	 	 	 	 	 nervous	system	in	operation,		
	 	 	 	 	 	 the	low	one	my		
	 	 	 	 	 	 	 blood		
	 	 	 	 	 	 	 in		





















         






















         





































Hello darkness, my old friend, 
I've come to talk with you again, 
Because a vision softly creeping, 
Left its seeds while I was sleeping, 
And the vision that was planted in my brain 
Still remains 




Paul Simon and John Cage had different ideas about and uses for silence. 
Which begs the question: “When people talk of ‘silence’, what exactly do 
they mean?  
 
 Do they mean Quiet, or do they simply mean ‘less noise’?  
 Does silence describe a state, as in, the state of quietude? 
 Does one experience silence environmentally or mentally?  
  
       For my purposes silence  
      is an active state, of diffusion,  
     connection, and interconnectedness,  
    a state in which one is mindful of one’s   
   surroundings, wholly receptive and wholly   





We must understand in a realistic way that  
democracy  



















                                                
101 Lyrics to The Sound of Silence by Paul Simon. USA. UMP Group (1964) 









		 For	 example,	 if	 the	
Sender	 wishes	 to	 communicate	
with	 one	 body	 in	 a	 group	 in	 a	
space,	they	will	need	to	construct	
a	specific	presence	and	intention	
for	 that	 one	 body	whilst	making	
their	 specific	 action	 clear	 to	 the	
other	bodies	(that	is,	that	they	are	
not	the	subject	of	their	intention).		
The	 Sender	 must	 do	 this	 whilst	
remaining	 connected	 to	 the	
concrete	elements	in	the	space.		
	
The	position	of	the	bodies		 	 in	the	space	can	vary	according	to	 	 proximity	
and	geometric	arrangement.			 	 These	may	include		 	 	 bunches,	
flocks,	circles	etc.		 	 	 and	be	spaced	at			 	 	 short		
or		 	 	 	 	 long		 	 	 	 	 distances.		
	








	 	 	 Variation	2	Dialogue	within	Group	
	 	 	 	 	 	 	
	 	 	 	 	 Other	Variations		
	 	 	 <Change	sender	and	receiver>	
	 	 	 --Send	multiple	signals--	
	 	 	 Experiment	with	++++++------	distance	
	 	 	 ^Role	of	Leader	(Sender)	rotates	within	Group^	
	 	 	 	 	 	 -------------------------------------------------------------
                                                                   
Monty Python’s Terry Gilliam riffed off George Orwell’s 1984 in his 1985 film, Brazil.  
Robert de Niro plays Harry Tuttle, a lone terrorist who targets the air-conditioning infrastructure of a dystopian 
city. Air-conditioning leads a double life in the meta-metaphorical world of Brazil.  
It mirrors the malignant managerialist cancer corrupting government and it breeds a capillary network of ducts that 
threatens to strangle the city’s networks.  
Excess and havoc are the underlying states of Brazil.  
The irrational pushes back hard against the masquerade of reason that  




And no-one is safe.  
Sam Lowry, the hero, succumbs to torture at the hands of another Python, Michael Palin,  
whose Jack Lint is a pillar of the community.  
Terrorist Tuttle meets a strange and beautiful death as he attempts to elude capture on the streets,  
consumed by a willy-willy of papery litter that sticks to him, suffocating him, finally ‘disappearing him’ and 
disappearing itself as if an illusion all along. 
Gilliam is intent on telling us that dissent, resistance, heroism  
will be destroyed by  
the over-production of things,  
air-conditioning, paper, violence –  





Society is a strategy 
developed by 
scientists at the 
Federal Institute of 
Technology in Zurich 
(ETHZ) to assist in 
the reduction of 
energy in society. A 
watt is a unit of 
power that indicates 
the rate at which we 
are using energy. The 
ambition of 2000W is 
consistent with the 
need to reduce 
energy consumption 
in the world which at 
its current rate risks 
global warming of 6% 
by the end of the 
century. Current rates 
of Swiss energy 
production are 
5000W per person 
for public transport, 
public infrastructure, 
food and consumer 




office space, air 
travel, automobile and 
electricity usage.  
The concept aims to 
achieve an average 




mobility. 103  
        ---------------- 
 
 
A: What is noise? 
B: Noise is a particular presence of sound. 
 
A: What causes noise? 
B: Energy. An over-production of energy. 
 
A: What would happen if the production of energy was  
in balance? 
B: This would cause a hum. 
 
A: What does a hum sound like? 
B: Go to Switzerland. Listen. Maybe you can hear it coming. 
 
----------------------------------------------------------- 
                      
 
Research Journal Entry 
March 3, 16 
 
Cross with myself for not making it to The Joneses a new house built on the 
City Square inspired by the whole idea of reducing one’s consumption 
footprint. It’s linked to the same initiative around ‘not buying anything new 
for a month’. Weird because yesterday I went to Chadstone and bought a whole 
lot of clothes and shoes, something I do once every two years so I don’t 
embarrass myself wearing the same pair of jeans for two years which is what 
I’ve been doing. This time I only bought one pair of jeans, a pair of chinos, a 
good pair of trousers I can ‘wear out’, two pairs of shoes, some socks, two black 
polos, one that I am wearing today (I am wearing the chinos today too!), a 
collared shirt. The problem with the shoes is that shoes really aeffect my back, 
I’ve got a bad back, but I don’t know until after wearing the shoes for a full day 
whether they are going to effect my back so I just have to buy them and hope. 
Last night I wore one pair of shoes to dinner  with Agnes who has come from 
France to attend the Australiasian Performing Arts Market where she trefused 
to buy any art as a form of quiet resistance. She teaches at Paris 8 now and is 
researching cultural rights which is something of a story in the French 
cultural scene at the moment – at least that’s what Agnes says. She is meeting 





two of my colleagues today to ask whether one of them will be her supervisor. I 
know at least one of them buys Australian art so I wonder if that will 
influence their his decisiion to supervise her – y’know, the fact that she didn’t 
buy any Australian art in Brisabane. What’s clear to me today is that just as 
we must all try to reduce our connsumption footprint and our environemental 
footprint, it is also important to reduce our intellectual footprint which is on 















































To David Marr from Gerard Henderson:  
 
  David, the issue’s not resolved by emoting on television. 
 
From David Marr to Gerard Henderson:  
 
I am not emoting, I am very angry but I’ve done a bit of work 
on this. 
 
This exchange between two of Australia’s best-known public intellectuals - 
on the treatment of ‘asylum-seekers’ in the Australian Government’s 
detention centres on Manus Island and Nauru - occurred early in 2016 on The 
Insiders, a popular (but not populist) program on ABC-TV, Australia’s main 
public broadcaster. It was quoted in an article in The Guardian discussing 
the role of emotion in public discourse, and prompted the author, Reverend 
Dr Michael Jensen, to ask:  
 
  Is emotion an obstacle to clear thinking about serious ethical 
  and political issues? 
  
In answer, he provides two key positions that are not antipathetic. The 
first is that “careful and logical consideration is needed to provide…a just 
and compassionate solution in any given debate.” The second proposes that, 
“to eclipse emotion in our consideration of what matters most in human life, 
of justice, and of what is the right thing to do, is a profound mistake.” 
 
What he says next is most interesting: 
 
  Our visceral reactions, rightly considered, give to us  
  convictions about what ought to be done. 
 
Here, the good Reverend implies that ethics have a corporeal dimension, that 
our body plays a part in their generation and formulation through the 
interplay of instinct and intuition. This lines up with Mark Johnson’s 
suggestion that meaning traffics in feelings before concepts and 
propositions. The meaning we derive from our existence, our being, the 
meaning that forms our beliefs and morals – our ethical systems – is located 
in our organs (visceral), and so is ‘in and of the body’. To separate our 
emotions from logic is to separate our heart from our mind thus diminishing 




I use the words you taught me. If they don't mean anything any more, teach me others.  
Or let me be silent.104 
----------------------- 
                  
       Noise reduction 
       is a key element 
       in body 
listening.  
Reducing  
the noise  
of the body       
in the body 
and between the body and another body  
is a corollary for articulate processing of corporeal information.  
 
When undertaken in chronological 
order, the protocols of body 
listening are designed to achieve 
this reduction, this distillation.  
 
                                                




The protocols are singular to this objective. They do, 
however, resonate with the work of other 
practitioners and their investigations into the 
potential of the body.  
 
For example, the methods of Joseph Pilates and Moshe 
Feldenkrais have been used in the development of body 
listening as preparatory tools or ‘warm-up approaches,  
and introduced by artists who have participated in the 
research.  
 
Both methods inform the body listening vernacular in word 
and action. From Pilates, the idea of the ‘powerhouse’ – that 
area of the body that includes the abdomen, lower and upper 
back, hips, buttocks, and inner thighs – has proved useful in 
developing the corporeal architecture of the ‘centrifugal-
physical sensibility’ of body listening.105 From Feldenkrais, 
the emphasis on proprioceptive awareness has added to the 
experiential information derived from sports and martial arts 
practices.106  
 
Another influence is that of meditation practised in the form 
of ‘active listening’ by myself for ten continuous years. 
Although it predates mindfulness, ‘active listening’ aligns 
closely with its advice to the practitioner to remain attentive, 
moment by moment, to any experience without focussing on 
anything specific.107 A second relevant genre, focussed-
centred meditation, ‘aims to tame and centre the mind in the 
present moment while developing the capacity to remain 
vigilant to distractions’ 108  
 
In the world of contemporary performance, the artist whose 
practice echoes many of the concerns of the body listening 
protocols is Marina Abramovic. This relation is explicit in two 
exercises outlined in the Abramovic Method: Slow Walk and 
Platform.  
 
To me, Slow Walk is a derivation of an exercise developed by 
Japanese pedagogue, Suzuki Tadashi, whose influence 
Abramovic readily quotes as do I: “The body establishes its 
relations to the ground through the feet, (that) the ground 
and the body are not two separate entities.”109 For 
Abramovic, “Concentrating on walking allows us to intensely 
feel our bodily movement, internally and through space.”110 
This intense feeling is deeply connected to the development 
of our proprioceptive awareness, a key element in the 
transmission of body listening. The exercise Platform is an 
expression of ‘group meditation’, the experience of 




                                                
105 Louise Taube worked with NYID as a performer from 1996-2001. A registered Pilates teacher, Louise contributed regular workshops to the company’s training 
explorations in performance preparation and body listening. 
106 Ingrid Weisfelt worked with NYID as a performer from 2006-2009. A registered Feldenkrais teacher, Ingrid contributed regular workshops and discourse to the 
company’s training explorations in performance preparation and body listening. 
107 Richard Matthieu, Antoine Lutz and Richard J. Davidson. “Mind of the Meditator”. Scientific American 311. 2014. Ps 38-45 
108 Richard Matthieu, Antoine Lutz and Richard J. Davidson. “Mind of the Meditator”. Scientific American 311. 2014. Ps 38-45 
109 Suzuki Tadashi. The Way of Acting: The Theatre Writings of Tadashi Suzuki. Theatre Communications Group. NY. 1986. p 9  




Slow Walk and Platform are like book-ends to the protocols 
of body listening. Slow walking is the starting modality of the 
protocols and continues throughout until perceivable 
movement almost ceases in Web as it does in Platform. 
Whilst Abramovic’s concerns are broader than civil society, 
they do deal with the relationship of the singular to the 
many, the idea that ‘all units were equally important to the 
whole’,111 an echo of the relationship of the citizen to society 
and the value of all individuals to a democracy. 
 
Of additional interest to this discussion is the deeply ironic 
space which Abramovic currently inhabits. Having recently 
crossed over from the cloisters of experimental art into 
mainstream celebrity culture, the noise she creates as an 
artist in the public domain is in stark contrast to the 




             If you are silent about your pain, 
            they’ll kill you and say you enjoyed it.112 
            ------------------------------------------------- 
 
 
 Whenever Russia engages in a new round of military hostilities - Chechnya, Crimea - 
Tchaikovsky is placed on high rotation and nationalist sentiment soars. This does no service to the 
music of course. Played continuously day-in day-out, week-in week-out, the 1812 Overture is 
reduced to background noise, audio wallpaper, sonic-prozac, a drug you no longer notice you are 
taking. This is the communist way.        
     Americans are a different breed. When it comes to 
music and warfare, the American style is at once managerialist and externally directed - they turn 
the music onto their enemy and insure against any domestic blowback by making unlawful laws. As 
the ‘war on terror’ rolled out, in 2006 the US Government set aside the provisions of the 
Constitution and the Bill of Rights and legislated that acts of torture and indefinite detention 
without trial could be carried out by its military.113  
     One torture tactic, called ‘futility music’, entails playing 
songs repeatedly and at high volume in a small enclosed space in which a prisoner is housed. 
Explaining the strategy, one former senior US military figure righteously invoked no lesser figure 
than God to whom he attributed the creation of ‘torture by music’ citing Joshua’s horns at the Walls 
of Jericho.114 I am not sure God had in mind “I Love You” by Barney the Purple Dinosaur but it was 
the most widely used weapon in the torture-by-music arsenal.  
       Binyam Mohamed, a British resident 
held in Guantanamo Bay, claims the extreme pain he suffered under physical torture was lesser 
than the fear of sliding into madness brought about by such psyops methods.115 I often wonder how 
I would deal with such an assault. Would I resist, surrender or just go mad?   
         In my darker 
moments, I feel myself to be a weird concatenation of the Russian citizen and the American 
prisoner. I am subject to a background noise devoid of meaning that I no longer consciously hear or 
feel as anything other than a strange and persuasive pressure, like a cooling mask adjusting itself to 
my twitches of resistance, drawing all the oxygen out of my pores, my mouth, suffocating me 
slowly, rendering me an impotent citizen, drugged and tortured by institutional indifference, 
hyper-consumption, absent of empathy.   
           
                                                
111 Marina Abramovic: In Residence, Kaldor Public Art Projects, Sydney 2015. p.36 
112 Zora Neale Hurston cited in https://www.thoughtco.com/g00/zora-neale-hurston-quotes-3530194?i10c.referrer=https%3A%2F%2Fwww.google.com.au%2F 
113 WSW Editorial Board. US Congress legalizes torture and indefinite detention. World Socialist Website, September 29, 2006 
114 Clive Stafford Smith. Welcome to ‘the Disco’. The Guardian. June 19, 2008 




In Blowback (NYID:2004), I created an antidote to this condition, a moving image simultaneously 
broadcast across the nation’s screens, a moving image imprinted in the hearts and minds of all 
Australians who grew up here. The point of view is a child’s, looking out from the backseat of a car 
driving through the countryside at dusk, the low sun flickering rays through the gum trees, a quiet 
hypnotic light that is so specific to time, place and landscape that it arouses a sentiment so powerful 
that its meaning alone overthrows the American oppressor.  
 Can a silent, moving image change the world, change the course of history? In art-making, 
the artist confers this power on the audience. As he does here… 
----------------------------------------------------------------------------------- 











The eye – it cannot choose but see; 
we cannot bid the ear be still; 
our bodies feel, 
where’er they be, 
against 
or 
















                                                


























































The democratic practice  
is thus the genuine principled vision and expression of the people’s will and 
conscience within the framework of sound revolutionary perception, which 
avoids in its calculations the fall into the illusions of liberal ideas, and 
defines the spheres of this practice in their proper conscious tracks. 117 
---------------------------------------------------------------------------------------------------------------------------- 
 
We hear sounds from everywhere.  
Without ever having to focus. 
Sounds come from “above”,  
from “below”, 
from in “front of us”, 
from “behind” us,  
from our “right”, from our “left”. 
We can’t shut out sound automatically. 
We are simply not equipped with earlids.118 
-------------------------------------------------------- 
                 
 
Research Journal Entry 
March 3, 16 
 
As above, I’ve set aside Vargas for MacLuhan. It was Vargas’ idea. He started 
talking abouyt MacLuhan. I thought MacLuhan, are you kidding? Who 
invokes MacLuhan these days? But it’s like that saying: ‘why is a cliché a 
cliché ? Because it’s a truth!” - or something like that. MacLuhan has got it all 
going on when it comes to the future. Take this for example: 
Our  electrically-configured world has forced us to move from the habit of data 
classification to the mode of pattern recognition. We can no longer build serially, 
block-by-block, step-by-step, because instant communication insures that all factors 
of the environment and of experienece co-exist in a state of active interplay.119 
Once again: “all factors of the environment and of experienece co-exist 
in a state of active interplay.” He could have writ that about the 
internet, about or William Gibson,  or globalisation,  or inter-
disciplinarity, or about how I’ve been practising as an artist for 30 
years, or about how I’m writing these words in 2016 but when he wrote 
those words. He wrote that in 1967.  
We hear sounds from everywhere. Across time. 
------------------------------------------------------------- 
	
                                                
117 Saddam Hussein. On Democracy. New York: Badlands Unlimited. 2012. P.69 
118 Marshall McLuhan, Quention Fiore, Jerome Agel. The Medium is the Massage. Gingko Press. USA. 2001. P.111 


























INSERT HERE: CHANTAL MOUFFE RE DEMOCRACY 
---------------------------------------- 
 
A: What other kinds of noise are there ? 
B: I can’t really hear you. Can you speak up? 
 
A: I said, ‘What other kinds of noise are there?’ 
B: Nope...Still nothing. 
 
A: What. Other. Kinds. Of. Noise. Are. There? 
B: Oh that’s much better. I can hear you now. Trolls. 
 
A: What?  
B: Trolls. Another kind of noise. Trolls. (beat) Russian 
Trolls. 
 
A: You don’t mean Russian Dolls?  
B: No. Trolls. Russian Trolls. They operate in networks set up 
by the Russian Government to develop mis and dis information. 
 
A: For what purpose?  
B: To unsettle the consensus of truth. 
 
 A: I wasn’t aware there was one.  
B: It’s implicit. 
 
A: In what? 
B: Our universal values. 
 
A: I didn’t realise we had any. 






A:(silence) Oh. Ok. So how does it work?  
This network of trolls? 
 
B: It’s very simple. The trolls operate in teams under the 
supervision of the Russian State Security Service. They 
manipulate online discussions to favour the Government agenda. 
They target and ‘troll’ public figures like investigative 
journalists who are exposing the Government and its methods, 
trolling for one.  
 
 A: It’s an information war. 
B: Yes. But it’s more than that.  
It’s not straightforward propaganda.  
 
A: haha, LOL  
B: I am serious. It’s a very new kind of noise.  
It deceives the ear.  
It sounds like democracy but it’s the antithesis of democracy. 
 
A: How so? 
B: The trolls say they are exercising their freedom of speech 
by saying exactly what they like when they like however they 
like. To be allowed to behave freely is a longstanding 
principle of democracy. The problem is that what they are 
saying is not true, and how they are saying it intimidates 
others not to speak freely. 
 
A: Go on. 
B: To support the disguise of freedom of speech there is no 
explicit propaganda objective like “Vladimir Putin is really a 
good guy”. The objective is to make you disbelieve everything. 
Which is not the opposite of ‘believing in something’.  
If you can create a society that disbelieves everything  
it becomes rudderless and not really present.  
Then it’s much easier to manipulate. 
 





Some of our new practices must be accepted by us with a certain number of 
losses in order to bring them to maturity, particularly, on an issue like 
democracy.  
We must also accept a certain number of losses in applying  
democracy,  
because it is not possible to apply  
democracy  
without expecting some minor losses.  
Such Losses should not scare us, 
because when we look at matters in their final outcome defined by the 
objective and central means, we will see that what is certainly required from 





toward the achievement of  
socialism  




Research Journal Entry 
May 3-4, 16 
 
I’m reading Saddam Hussein’s writings On Democracy, and if you take away 
the whole space around him being a couple of kangas short in the top paddock if 
we can put aside the fact that Saddam Hussein he was a couple of kangas short 
in his top paddockit  he Saddam Hussein is a reminder hammer that 
constantly pounds the idea that of democracy is not as a Western product at 
the end of a commodification process begun manufactured by the Greeks. it is 
something that needs to be re-invented on a daily basis in order to remain 
effective and Nor it is not it democracy Or a relic of a Judeo-Christianity 
legacy mummified around realations between Church and State. 35 years 
later, Fact is, the Arab Spring has taught us that defusexploded the expor myth 
of the American export model of democracy trade approach to of exporting 
Democracy fails time and again because it seeks to impose one set of values on 
another – square peg values, round hole values – is as little more than an 
extension of the old ‘sphere of influence’ foreign policy approach. Is Hussein’s 
appropriation of democracy as an implement of control just a regional version 
of America’s entrepeneurial global approach? Whether it’s in the hands of a 
dictator or a neo-liberal cabal, democracy can be a means to a non-democratic 
end. Y’see how it’s so easy it is to get stuck on the instrumentalisation of 
democaracy – as a tool of political power - rather than the ideal that inspires 
community, cooperation, conversation which is what I need to be talking about 
here. It creates panic. It enables the disablers.  
 
Let’s begin with the idea that Democracy is not a fixed thing that applies 
singularly to modern Western societies. Let’s say it is pliable, adaptable to 
local conditions, an open source idea to be transposed and recalibrated for 
multiple cultural conditions – including religious. Democrcay is as applicable 
can be adapted to societies governed by other religions, such as Islam.  
Belgian theorist Chantal Mouffe strikes a real genuine chord with her 
examination of how a democracy can operate in the present day. Her line is 
interesting fore-telling because she talks about giving up on the idea of a 
democracy in which there is consensus and no conflict and talks about a 
‘conflictual consensus’, about democracy asa a Adversraila adversarial 
(agonsitic) in a process in which opponents share some commonality but 
disagreed on the means by which things should be done. I’m thinking about 
this in tyerms of my dramaturgical proposition of that Body Listening and 
my proposition as is an operating system which reflects that of a functioning 
                                                




healthy democracy. She talks about the agonistic encounter as ‘a 
confrontation where the aim is neither the annihilation nor the assimilation of 
the other, and where the tensions between the different approaches contribute to 
enhancing the pluralism that characterizes a multipolar world.’ It is a fair way 
of describing in a political paradigm the experience of the initial point-of-entry 
state into the Atomisation Web exercise. Conflict is present but not disarming, 




Saddam Hussein’s On Democracy records three speeches to official meetings of 
the Arab Baath Socialist Party that took place from 1977-1978. His conflation of 
democracy, socialism, totalitarianism and Arab unity foretells the confusion created 
in the West by the Arab Spring, a series of events that should not be 
underestimated in amplifying the conundrum of Western society as it struggles to 
understand and value democracy in its current and multiple formulations.  
The instruction within Saddam Hussein’s speeches is his use of democracy as a 
pretext for acquiring political power. It is a relative of the strategy used by various 
neo-liberal cabals that operate the cross-party alliances which constitute many 
Western governments. Further, Hussein’s appropriation of ‘the idea of democracy’ 
as a mechanism of control is a regional variation on America’s entrepreneurial and 
global theme of world domination through the practice of exporting ‘American 
democracy’. Whether in the hands of a dictator or a neo-liberal cabal, ‘democracy’ 
is invoked as a means to non-democratic ends, indeed an end to democracy itself.  
In this frame, our purpose is to provide an antidote to these multiple and 
burgeoning forms of ‘democracide’.  
Let’s begin with the idea that Democracy is not a fixed thing that applies singularly 
to modern Western societies, that Democracy can accommodate states of varying 
economic development, religious adherence and non-empire based nation-state 
formations, that Democracy is pliable, adaptable to local conditions, and an open 
source idea to be transposed and recalibrated for multiple cultural conditions. 
Re-imagining Democracy in these elastic and adaptive terms, it is worthwhile 
visiting the provocations of Belgian theorist Chantal Mouffe who strikes a chord 
with her proposition for how Democracy might operate in the present day. She 
talks of relinquishing the ideal of the European democracy formation in which there 
is consensus and no conflict, and instead talks of a ‘conflictual consensus’. Mouffe’s 
democracy is described in adversarial (or agonistic) terms, as a process in which 
opponents share some commonality but disagree on the means by which things 
should be done, a democracy practised and evolving within adversarial parameters. 
Mouffe talks about the agonistic encounter as:  
 a confrontation where the aim is neither the annihilation nor the assimilation 
 of the other, and where the tensions between the different approaches 
 contribute to enhancing the pluralism that characterizes a multi-polar 
 world.121  
                                                




This evokes in political language the experience of Web, the framing exercise of 
Body Listening. Conflict is present but not disarming, it is for processing. Difference 
is acknowledged but not prohibitive, it is expansive. Individuality is appreciated but 
not overwhelming, it is connective. In every move, the signature of each citizen is 




24/7 In August 1998, I took my performance company, not yet 5 years old, into the 
Central Australian Deserts on a research undertaking called The Desert Project.   
It was my conviction that the training protocols we had been developing had their  
origins in my own travels through remote Australia as a teenager in the late 1970s-early 1980s. 
We drove for 3 days in 3 land-rovers from inner-city Melbourne to the Anangu Pitjantjatjara 
Yankunytjatjara (APY) lands in northern South Australia arriving one stormy 
night at a new homeland community, a fragile node on a triangle joined by Fregon 
and Ernabella. I had spent a month there three years previous on the invitation of 
an Aboriginal elder who wished to establish a garden before moving his family 
from Fregon.  
His country typified for me a sensibility that I could not express in words but which 
made sense in the unified way my body and mind responded to it. It tied my 
teenage experiences of remote Australia to my adult self and embodied them in 
my search, as an established artist, for answers to questions about relations 
between culture, place and landscape using the body as connective tissue; a 
sensibility which was, for me, centrifugal to the evolution of Body Listening.  
However, the journey to understanding the multiple meanings of this sensibility 
was, in this project, littered with failure of leadership, misreading of artistic signs, 
bad luck, misguided enthusiasm and ignorance.  
Throughout those 15 days I dreamed, lived and re-dreamed the conditions of the 
making of the film Aguirre Wrath of God by German director, Werner Herzog, a 
brutal production experience of an aesthetically brutal representation of 
murderous colonialism and its insane consequences. I was Klaus Kinski, a mad 
and uncontrollable leader looking for my Herzog both on-set and off, in search of 
my artistic El Dorado, an Antipodean Peter Brook in Ned Kelly’s ill-fitting cultural 
armour, a living, breathing nonsense of artistic and cultural analogies.  
I fought with my lead-collaborators, demanded physical feats of the performers in 
the harshest conditions and drove them relentlessly to a place of not-knowing – 
anything. Respectfully they pushed back, compromise was reached, re-negotiated, 
reached again. Each evening we unpacked the day’s work of the exercises - 
running, walking, statues - in the strange and beautiful landscape dominated by 
tonnes of cowpat, thousands of flies, oppressive heat and extreme isolation. At 
Painted Desert, 120 kilometres north-east of Coober Pedy, lead performer Paul 
Bongiovanni said out loud: ‘This is not my country.’ But it was mine, I thought.  
Why? Because there was a mercurial interplay of the abstract, the ephemeral, the 
irrational, the illogical. I desperately wanted to make sense of this alchemy, to 
discover it, name it, identify it. Here was so much noise in such a quiet place. And 
I had brought it all. Where was the silence? 
I did not find it there.  
Once I ‘left’, which took some years of art-making, I did find a road. 
I began to understand that an absence of sound was simply the first layer to be 
peeled away in a search for silence. Noise manifests in multiple modes, shapes and 




Silence cannot be found in culture, place or landscape because its essential 
element is Time. Time that is not linear but simultaneous, Time that bends and 
refracts, Time whose dimensions are multiple, Time which is forgiving and 
inclusive, Time that hums, resonates and vibrates.  
And so it is possible to crouch on a mountain on one side of a valley, facing another 
human on a mountain across the valley, and rise with the intention of 
communicating that physical action to the other a hundred and fifty more metres 
away, and for that other to receive your intention 6 and 7 Times out of 10… 
It is Time that creates the Silence needed to carry intention from one person to 
another.  
It is Time that defines Silence and allows it to occupy space, landscape and culture 
simultaneously and in multiple dimensions.  
It is Time that accompanies Silence in its mediation of the human expression of 
Democracy, 24/7. 
----------------------- 



























Lies our facility for sensing. 
 
We sense what we can neither smell, see nor hear. 
 












variety	 of	 texts	 including	 fact,	 anecdote,	 image	 or	 photograph,	 critical	 essay	 or	
comment,	 biography,	 credits,	 acknowledgements,	 details	 on	 each	 musical	 piece	 or	
artistic	 work,	 and	 a	 social	 or	 historical	 context	 to	 the	 album	 and	 its	 contents,	 or	 a	
combination	of	some	or	all	of	these.		







the	rise	of	 the	One	Nation	Party	and	 its	second	political	coming	at	 the	2016	Federal	
Election.	 In	 between	 are	 the	 Hearing	 of	 the	 United	 Nations	 Commission	 on	 Human	
Rights	 into	 the	 Stolen	Generations	 (2000),	 the	 Tampa	Affair	 (2001),	 the	Abu	Ghraib	















festivals,	 in	Australia,	 Europe	and	Asia	 including	 the	 Sydney,	 Brisbane,	Adelaide	and	
Melbourne	Festivals,	Vienna	Festwochen,	Aarhus	Festival,	Cankarjev	Dom,	Expo	2000,	

























beaten	 for	his	 ‘not	belonging’	 to	Australia’s	National	 Team.	 Its	 agency	 as	 a	political	
intervention	 was	 rooted	 in	 its	 crossing	 the	 line	 from	 presentation	 –	 which	 had	
characterised	the	performance	to	that	point	-	to	representation.	The	journey	of	this	
crossing	 was	 slow	 and	 deliberate	 to	 repercuss	 deeply	 within	 the	 psyche	 of	 the	
audience.	Despite	the	fact	the	actor	was	wearing	protective	sports	clothing,	despite	the	
fact	 that	we	were	 in	 the	heightened	aesthetic	 space	of	 a	 theatrical	 production	and	
despite	the	fact	the	audience	were	taken	on	the	journey	with	humorous	intent,	the	first	
30	seconds	after	the	beating,	in	which	the	perpetrators	and	the	audience	witnessed	a	
human	being	 lying	prostrate,	were	 the	 longest	30	 seconds	of	my	working	 life	as	an	
artist.	I	never	knew	whether	the	audience	was	going	to	go	crazy,	walk	out	or	initiate	
some	 independent	 action.	On	one	occasion	 an	 audience	member	 plaintively	 asked:	
“Won’t	someone	help	that	poor	man?”	No	one	did.	
It	all	works	out	well	in	the	performance.	After	about	a	minute,	the	actor	Kha	Tran	Viet	
jumps	 to	 his	 feet	 and	 proceeds	 to	 instruct	 his	 perpetrators	 (fellow	 actors)	 on	 the	










and	 it	 viscerally	 reminded	 the	 audience	 of	 their	 complicity	 in	 Australia’s	 racism	 by	
maintaining	their	silence	and	inaction.	Hence	the	re-action	
Of	 interest	 is	 the	corporeality	of	 this	scene	of	violence	against	another.	Prior	 to	 the	
scene,	the	actors’	bodies	were	upright,	muscular	and	available,	athletic	in	their	poise	
and	 comportment.	 This	 state	 slowly	 deteriorated	 into	 the	 animalistic	 as	 a	 pack	
mentality	overwhelmed	the	perpetrators	–	backs	bent,	saliva	and	sweat	running,	arms	
and	legs	akimbo	as	the	contagion	of	violence	spread	like	a	virus.	This	is	in	stark	contrast	





of	 a	 neo-liberal	 state,	 a	 dynamic	 that	 was	 consequnetial	 to	 John	 Howard’s	 Prime	
Ministership	and	that,	using	the	body	as	a	map,	I	charted	through	the	performances	
WS:HDQ	(1996)	which	pre-dated	The	Sport	Show,	Scenes	of	The	Beginning	from	The	























mainstream-party	 political	 leadership	 created	 an	 institutionalised	 ambience	 of	
permissiveness	with	regard	to	the	body	in	Australian	society	that	accommodated	the	
physical	abuse	and	state-sanctioned	torture	of	 those	seeking	asylum	 in	 the	gulag	of	
Australia’s	 detention	 centres.	 The	more	 subtle,	 on-shore	 and	 related	modes	of	 this	
permissiveness	lie	in	institutional	coercion	and	attrition,	and	are	umbilically	connected	
in	 managerialism,	 the	 most	 toxic	 of	 which	 is	 practised	 by	 the	 Department	 of	
Immigration	and	Border	Protection	which	I	reference	in	Side	1’s	45rpmanagerialism	in	
society.		










a	 generation	 of	 jokes	 within	 his	 own	 party	 –	 stripped	 Paul	 Keating	 of	 the	 prime	
ministerial	 mantle	 and	 plotted	 an	 11-year	 durational	 performance	 of	 resentment.	
Pauline	Hanson	was	Howard’s	fillip	in	the	early	years	and	he	masterfully	exploited	her	





weathered	 the	unpopularity	 and	his	 influence	amplified,	 creating	an	atmosphere	of	






to	 the	 Victorian	 Liberal	 Government’s	 appropriation	 of	 public	 space	 for	 urban	
development.	A	cube	of	9	performers	ran	at	pace	through	the	streets	of	Melbourne’s	
CBD	 stopping	 to	 occupy	 the	 City	 Square,	 Bourke	 Street	Mall	 and	 Southbank	with	 a	
gestural	and	spoken	vocabulary	drawn	from	sports	actions	and	spectatorship.		
In	 Hannover,	 the	 performance	 was	 expanded	 to	 include	 topical	 references	 to	 the	
Olympics	which	coincided	with	the	July	2000	Hearing	of	the	United	Nations	Commission	
on	Human	Rights,	the	Stolen	Generations,	matters	from	which	blew	up	in	the	face	of	























breathing	 space	 for	 ourselves,	 we	 resolved	 to	 publicise	 DFAT’s	 intervention	 in	 the	
Australian	 media.	 Reporting	 accusation-and-denial	 can	 sometimes	 do	 wonders	 for	
calling	off	the	police.127	We	were	not	bothered	again	and	the	performance	proceeded	
with	the	body-petitions.		
Nevertheless,	 it	 presaged	 a	 growing	 dis-ease	 within	 the	 Australian	 bodypolitic	 that	
metastasized	 into	 the	cancerous	culture	wars	of	Howard’s	 later	years,	 the	 legacy	of	
which	is	evident	in	the	Turnbull	Government’s	adversarial	engagement	with	the	arts,	in	
particular,	 its	desire	 to	bring	 the	Australia	Council	 closer	 to	 it	 in	order	 that	 it	might	







































his	 lips	 and	 face	 with	 thread	 echoing	 the	 acts	 of	 protest	 of	 the	Woomera	 asylum	
seekers	only	months	earlier.	For	‘a	stitch	in	time’	(2003)	he	invited	online	spectators	to	






projected	 onto	 the	wall	 of	 an	 adjacent	 room.’129	 In	 these	works,	 the	 artist	 violates	
himself	 and	 is	 violated	 by	 an	 other.	 Through	 interactivity	 and	 mediation,	 his	 body	












of	 The	 Beginning	 From	 The	 End	 (2001)	which	 directed	 violence	 against	 a	 randomly	
selected	 audience	 member	 and	 in	 K	 (2002-5)	 where	 the	 violence	 was	 delivered	
remotely	by	the	state	against	a	detained	citizen.	My	response	to	the	establishment	of	
the	detention	centre	gulag	was	to	create	a	new	dramaturgical	trope	-	violence	against	
oneself	 -	 that	would	 accompany,	 amplify	 and	 inextricably	 link	with	 violence	 against	
another.	It	manifest	most	purely	around	a	scene	I	created	for	Journey	to	Confusion	#3	























































They	 reverberate,	 creating	 a	 sonic	 aura	which	 is	 invisible	 and	 indivisible	with	 other	
elements	in	the	sensorium.	Depending	on	those	elements	the	affect	can	be	pleasant	or	
unpleasant.	In	the	aesthetic	environment	of	my	multi-media	theatre	production	K,	the	
primary	 material	 is	 the	 Foundation	 Sound	 which	 begins	 as	 a	 tone	 amplified	 by	
frequency,	intensifies	with	volume	and	pushes	hard	against	the	walls	of	a	transformed	


















In	 Blowback	 (2004),	 Darko,	 a	 resistance	 fighter	 planning	 an	 online	 cultural	 action	










government	 legislated	 the	Military	Commissions	Act	of	2006.	Amnesty	 International	
determined	the	Act	
	 Permit(s),	 in	 violation	 of	 international	 law,	 the	 use	 of	 evidence	 extracted	
	 under	 cruel,	 inhuman	 or	 degrading	 treatment	 or	 punishment,	 or	 as	 a	














configured	 around	 this	 newly	 negotiated	 citizen’s	 body	 and	 our	 values	 shape-shift	
around	the	idea	of	whose	body	can	now	be	tortured	–	the	soldier,	the	asylum-seeker,	
the	refugee,	the	other,	the	us.		
That	 the	 lines	 of	 civilization	 are	 now	 blurred	 is	 in	 large	 part	 a	 consequence	 of	 the	
alchemy	 of	 neo-liberalism	 and	managerialism.	One	 of	 Elton	Mayo’s	motivations	 for	
developing	Managerialism,	was	his	scepticism	of	the	individual	and	the	community	to	
create	social	change.	He	believed	this	capacity	was	innate	to	the	organisation.	In	the	
social	 context	 of	 the	 neo-liberal	 project,	 	 the	 ‘individual’	 and	 ‘community’	 are	
subsumed	 into	 ‘the	 organisation’.	 This	 elision	 breeds	 certain	 human	 behaviours	 –	
aversion	to	risk,	susceptibility	to	fear,	a	competitive	default	setting.		




















In	my	work,	 the	vertical	 integration	of	managerialism	 is	epitomised	 in	K	 (2002-5),	 a	
conflation	 of	 Franz	 Kafka’s	 The	 Trial,	 George	 Orwell’s	 1984	 and	 Ray	 Bradbury’s	
Fahrenheit	 451.	 A	 world	 is	 described	 in	 which	 an	 automated	 system	 of	 torture	 is	









by	 a	militarised	 bureaucrat.	 K	 exposes	 the	 concentric	 circles	 of	 complicity	 in	which	
managerialism	and	neo-liberalism	operate.	They	occur	not	 just	 in	 the	 life-and-death	
context	of	war	but	in	the	more	prosaic	and	no	less	influential	parts	of	our	social	sectors	
including	education,	 the	arts	and	culture.	They	are	circles	 created	by	 the	actions	of	







installed	 by	 the	 US	 Government	 post-9/11	which	 was	 exposed	 in	 2013	 by	 whistle-










was	 a	 question	 that	 persisted	 throughout	The	Dispossessed	 (2008)	and	 strangeland	
(2009)	and	which	seeps	through	Side	1,	Wall	of	Noise.	






I	 had	 adopted	 the	 position	 of	 the	 antagonist,	 seeking	 to	 critique,	 to	 call	 out	























































me,	 it	 means	 that	 my	 professional	 activity	 now	 extends	 outwards	 from	 an	 artistic	
practice	 into	 the	 curatorial	 and	 the	 advocatory.	 Its	 forward	 movement	 is	 deeply	
embedded	in	Side	2,	Web	of	Silence	as	an	antidote	to	the	managerialist-led,	neo-liberal	
project	analyzed	in	Side	1,	Wall	of	Noise.	
Of	 course,	 it	 is	 one	 thing	 to	 know	 that	 one’s	 practice	 is	 altering,	 it	 is	 another	 to	
understand	how	and	where	it	is	doing	so;	alterations	in	practice	are	more	palpable	than	











In	 terms	 of	 performance	 research,	 the	 international	 collaboration,	 AMPERSAND,	























relation	 to	 language.140	 For	 example,	 the	meanings	 of	 ‘sound’	 and	 ‘listening’	 were	
completely	renovated.	With	its	ambition	to	create	a	new	artistic	language	that	could	











the	 live-ness	 of	 the	 'atomic	 exchange'	 between	 the	 performers,	 and	 between	 the	
performer	and	the	audience	so	that	the	audience	could	gradually	become	immersed	
and	complicit	in	the	work.	We	came	to	understand	that	this	complicity	was	key	to	them	











information.	 In	 Seoul,	 we	 aimed	 for	 the	 audience	 to	 sense	 and	 feel	 an	 'atomic'	
connection	 to	 the	performers	and	 to	each	other,	a	connectedness	at	 its	most	basic	
level:	listening	to	the	sound	of	one's	body	in	a	room	with	other	bodies.143	
Roiling	 underneath	 this	 practice,	 and	 directly	 informing	 it,	 was	 a	 shift	 in	 Australian	
politics	 created	 by	 the	 New	 Guard,	 post-Howard.	 I	 deliberately	 shied	 away	 from	
critiquing	the	Rudd	Government	as	an	artist	giving	it	an	opportunity	to	establish	itself.	
At	the	time,	it	was	a	curiosity	-	the	first	change	of	government	in	11	years.		
I	 admired	 Rudd	 declaring	 his	 first	 day	 in	 office	 Sorry	 Day	 and	 was	 moved	 by	 the	
speeches	 and	 the	 symbolism	 of	 the	 occasion.	 It	 seemed	 there	was	 a	 real	 sense	 of	
possibility	about	the	new	government.	Some	months	later,	I	was	invited	to	attend	the	
2020	Summit	in	which	‘leaders’	from	all	streams	of	society	came	together	to	proffer	
new	 ideas	 for	 government	 policy.144	 There	 I	 was	 also	moved	 by	 the	 speeches	 and	
symbolism	of	the	occasion.	In	2010	when	I	was	living	and	working	in	Brussels	I	watched	








































(7)	 2013	 Revaluing	 The	 Artist	 in	 The	 New	World	 Order	 If	 Kevin	 Rudd’s	 prime	
ministership	provided	the	preconditions	for	activating	the	idea	of	Body	Listening	as	an	
antidote	to	the	denigration	of	democracy	by	neo-liberalism,	John	Howard’s	preceding	















This	 phrase,	 in	 itself,	 was	 repeated	 so	 often	 that	 its	 potency	 now	 stems	 from	 its	
repetition,	 not	 from	 its	 evident	 truth.	 It	was	 a	 seductive	mantra	 that	 insinuated	 its	
values	into	our	view	of	ourselves.	The	problem	was	that	the	more	we	were	told	how	
relaxed	 and	 comfortable	 we	 were,	 the	 more	 ill-at-ease	 we	 felt.	 The	 disconnect,	
between	what	we	were	told	and	how	we	felt,	was	palpable.	It	created	a	disabling	effect	
within	our	social	relations	and	our	democratic	aspirations,	a	strategy	 intrinsic	to	the	
neo-liberal	 political	 project,	 the	 ascendancy	 of	 which	 did	 not	 falter	 with	 Howard’s	
political	demise	so	profoundly	had	he	transformed	Australian	culture	and	society.	
Howard	drew	inspiration	for	his	re-shaping	of	Australia	from	his	American	counterpart,	
George	 W.	 Bush,	 and	 the	 ‘neo-con’	 cabal	 that	 stage-managed	 him.	 Bush	
compartmentalised	moral	values	into	‘good’	and	‘bad’,	and	people	into	‘us’	and	‘them’.	
It	was	a	simple	strategy:	 relentlessly	affirm	difference	until	 it	becomes	an	 inviolable	






It’s	 an	approach	 shared	by	neo-liberal	politicians	 across	Western	democracy.	Dutch	















individuality	 and	 independence	 had	 been	 supplanted	 by	 the	 mantra	 Be	 Alert,	 Not	
Alarmed147,	a	recurring	meme	in	Howard’s	lexicon.	It	kept	the	Australian	people	in	a	
constant	state	of	enervating	arousal,	forever	on	the	look-out	for	undefined	threats.	The	
‘fair	 dinkum,	 fair	 go’	 egalitarianism	 which	 mythically	 and	 empirically	 defined	 the	
Australian	 ethos	 slowly	 evaporated	 in	 this	 climate	 of	 anxiety.	 Our	 default	 setting	
switched	from	fun	to	fear:	fear	of	difference,	fear	of	change,	fear	of	shadows.	I	map	









My	ambition	 then	was	 to	 insinuate	progressive	 ideas	 from	artistic	 practice	 into	 the	
national	 conversation	which	Howard’s	 culture	wars	had	carved	 into	 rigid,	discursive	
units.	 The	 language	 of	 contemporary	 artistic	 practice	 is	 of	 necessity	 a	 language	 of	










On	 March	 7,	 2014,	 the	 Sydney	 Biennale	 Chair,	 Luca	 Belgiorno-Nettis,	 resigned	 in	





resist	 the	context	 in	which	their	work	was	exhibited	as	 it	 implied	their	complicity	 in	
Transfield’s	 business	 activity.	 Concerned	 that,	 through	 their	 participation,	 certain	

















and	 ethical	 intent	 that	 was	 hitherto	 absent	 from	 cultural	 discourse.	 For	 many	


























Minister,	 Senator	 Fifield,	 the	 shadow	Minister	 for	 the	 Arts,	 Mark	 Dreyfus	 and	 The	
Greens	spokesperson,	Adam	Bandt,	to	attend.	Mobile	and	responsive	groups	of	artists	








through	 various	 journals	 and	 publications;	 as	 an	 activist	 and	 organiser	 developing	














































2016	 Federal	 Election.	 A	 collective	 of	 inter-dependent	 artists	 and	 arts	 workers	
operating	across	and	between	disciplines,	The	Protagonists	initiated	and	organized	one	
of	the	major	arts	campaign	events	on	June	17	-	A	National	Day	of	Action.155	Many	other	
artists	 responded	directly	 to	my	 idea	of	 the	artist-citizen	as	protagonist	 and	 sought	
counsel,	 advice	 and	 mentorship	 including	 dancer-choreographer	 Matt	 Day,	




Dramaturgy	 For	 the	word	 ‘dramaturgy’	 I	 have	 greater	 ambitions.	 The	 etymology	 of	
‘dramaturgy’	 is	slated	home	to	18th	C.	German	practitioner	Gottold	Ephraim	Lessing	
and	his	book	Hamburg	Dramaturgy.	Over	time,	dramaturgy	evolved	as	both	a	practice	
and	 a	 concept.	 In	 contemporary	 arts	 practice,	 dramaturgy	 accommodates	 many	
positions	 and	embraces	many	 tasks.	 I	 like	 this	 generalist	 description	 as	 it	 highlights	
many	of	the	elements	central	to	contemporary	discussions	of	dramaturgy:		














to	dance	and	 film	and	new	 forms	of	 artistic	 practice.	 For	 example,	NYID’s	 founding	
dramaturg,	 Peter	 Eckersall,	 expanded	 many	 of	 the	 protocols	 he	 collaborated	 on	
developing	within	NYID	to	the	dramaturgy	of	new	media	(NMD)	as	‘a	turn	to	visuality,	
intermediality,	 and	 dialectical	 moves	 in	 performance	 that	 show	 these	 expressions	
embodied	and	visualised	in	live	performance	space	and	time’.158	Dramaturgy	has	also	

















practice.	Dramaturgy	 is	 rarely	 fixed,	 necessarily	 adaptive	 and	due	 to	 its	 reliance	 on	
collective,	 collaborative	 actions	 inherently	 resistant	 to	 the	 concretization	 and	
commodification	of	other	practice-related	words	such	as	‘creativity’	and	‘innovation’	
which,	as	argued	on	Side	1’s	45rpmanagerialism	 in	 the	arts:	 Impact	on	artists,	have	
been	voided	of	their	meaning	in	civic	discourse	and	corrupted	in	their	application	to	
the	arts	and	artistic	practice.		





















The	 notion	 of	 a	 dramaturgy	 can	 be	 extended	 further.	 I	 recently	 employed	 it	 when	
discussing	the	potential,	degree	and	kind	of	change	imagined	by	the	introduction	of	a	





of	both	 the	 system	and	 the	new	piece	of	 code...	Our	code	needs	 to	have	 the	
following	elements:	the	principles	of	support	and	social	value,	a	clear	economic	























In 1983, I had dinner with George Harrison at Kinsella’s 
in Sydney’s Taylor Square. George spoke to everyone at the table 
driven by his innate curiosity about human beings. Our 






conversation turned to the then nuclear crisis which prompted 
him to offer that, if something went awry, Australia was his 
preferred destination. Around that time, George purchased land 
on Hamilton Island and built a home there. Scroll forwards to 
present-day Australia, two years after Fukushima: the nuclear 
crisis is as real and forbidding now as it was then and Australia 
is still a viable escape clause for the rich and powerful should 
something ‘go wrong’. The past tells us that we have learned 
nothing. We have tread water. Tadpoles in the pond. 
Scroll forwards thirty years from now to 2043. If the 
artist is living and working under the same conditions, we will 
have tread water once again. And lost a great opportunity. The 
21st C is our time. When what we do, what we make and how we work 
can have the greatest social benefit. We need to work through 
the ambient fear created by neo-liberalism, push back against 
the shadow values of managerialism and constitute ourselves as 
a sustained contradiction. To do this we must fight for 
fundamentals – industry representation, professional autonomy 
and financial security. From such a position, we will be visible, 
capable and central to the key conversations about the arts in 
society, and help create a society with the arts at its centre. 
This is our future, the future we need for ourselves, for our 
children, for our culture and for our society. 
If we have to take direct action to make that happen, so 
be it. We will be following in the footsteps of nurses, teachers, 
miners, doctors, all who value their work and all whose work is 
valued. Until we appreciate the essential value of the artist 
in the New World Order, no-one else will. 
We can no longer stay in the pond. We have to swim in the 
ocean. If we do, then the world will change for the better. Our 
capacity to shape and imagine a better future is necessary and 
real.  
 
 World Leaders Summit, Darwin, 2043  
Prime Minister Jack Khan Shmik pondered the 
options. He was about to give the opening address 
to the World Leaders Summit and he wanted to hit 
the right note, to say something that would shape 
the proceedings of the next three days. His mind 
was a tumble-dryer, sorting items that needed more 
attention than others, all of them rolling around 
in a contained space. He mentally interrupted the 
cycle, opened the door and scrutinised the 
contents. A few things stood out. Colour, structure 
and form. Unsurprisingly, given his previous 
occupation as a painter — a highly collectable one 
as his wife reminded him whenever she tried to 
dissuade him from seeking another term. How could 
he do that? He was as much a product of Australia’s 
incredible success story as he was one of its 
architects. For thirty years he had watched and 
participated in the appreciation of the value of 




the model for ‘interconnectivity’, the new 
mechanism-byword of the twenty-first century.   
Artists had inserted themselves into every 
sticking-place of society, into the in-between 
spaces of the law, banking, manufacturing, 
environment, on the edges of everywhere and every 
thing. Their practices and processes, honed in the 
studio, the rehearsal room, in the privacy and 
safety of their minds, had become sought after as 
massive leaps in technology proposed problems that 
only an acute artistic sensibility could solve. 
Time and again, artists had developed better 
questions for solving difficult problems; time and 
again they had seen the connections between things 
when others could only see the ‘things’; time and 
again artists had saved the world from seemingly 
imminent disaster by engaging the Artistic Mind, a 
new model for global progress that had been 
patented and exported to all corners of the world 
and had drawn its leaders to this city, one of its 
most remote. Australia was the Numbskull Nation no 
longer and today’s opening address would mark an 
historical moment. He stood up still not knowing 
how to begin and then his mouth opened of its own 
volition, speaking the words that had become a 
mantra for a generation of global citizens: “Long 
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